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Abstract 
Hainan is China's second largest island. It has a 
population of six million, comprising principally the 
minority aboriginal Li people and the Han majority, 
originally from mainland China. The folk music of this 
island, while strongly linked to that of the mainland, 
exhibits certain distinctive characteristics that have 
considerable ethnomusicological significance. 
Since 1980 I have been conducting research on the Hainan 
folk music, including field work on the island in 1981 and 
1988. This thesis presents a report on certain parts of that 
work, particularly those parts refer to Danxian, a county in 
which the culture and music of the Han people of Hainan are 
particularly well represented. It constitutes the first, and 
to date the only, academic study of the musical culture of 
this newly declared Chinese province as a whole, and of 
Danxian county particular 
The major types of Hainan Han folk music (concentrated 
in Danxian) are examined in detail; other types are broadly 
surveyed. This coverage offers an overall understanding of 
the musical culture of Hainan. This work pays attention not 
only to the music itself but to relevant social, cultural, 
and historical factors as well. It also demonstrates the 
effectiveness of certain characteristically Chinese methods 
for analysing Chinese music. Certain academic issues, which 
combine musical and social phenomena and have been hitherto 
neglected in the People's Republic are examined and 
discussed, in particular the role of sexual activities and 
customs as observed in the erotic musical activity 
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VOLUME I 
Chapter 1 Introduction 
11 Subject Matter 
The subject matter of this thesis is the folk music of 
Hainan. However, folk music is "an ambiguous term that has 
different meanings and shades of meaning" (Wachsmann 1980). 
It has been discussed in scholarly studies over the past few 
decades (Netti 1962, 1973; Bohlman 1988). 
To set up a definition for folk music is a difficult 
task. The International Folk Music Council (IFMC) made an 
attempt, offering their definition for folk music thirty 
years ago (IFMC 1955:23). However, in 1981 that organization 
changed its name to the International Council for Traditional 
Music (ICTM) and It seems to be no longer following its 
earlier definition. Individual scholars seem also to be 
avoiding the task of formulating a definition of folk music; 
e.g. Bohlman in his recent study makes the following comments 
(Bohlman 1988:xv1ii): 
In this study I avoid offering a single definition 
of folk music. There are two reasons for this, 
which I hope will prevent some detractors from 
accusing me of simply bowing out of a 
responsibility. First, the different contexts of 
folk music that I Investigate here yield very 
different definitions. To apply many of the most 
common definitions of folk music In European and 
North American society to the Middle East would be 
a pointless and thankless undertaking. Second, 
because I regard change as ineluctably bound to 
folk music tradition, I also assert that the 
dynamic nature of folk music belies the stasis of 
definition. .a„ 
The term folk music translates in Chinese as minjian 
yinyue. In China, no attempts have ever been made to arrive 
at a definition of minjian yinyue unanimously acceptable to 
academics, nor have meetings been convened by organizations 
or discussions carried on by individual scholars for such a 
purpose. One does not, therefore, find In existing Chinese 
publications any formal definitions for minjian yinyue. 
Nevertheless, through common practice Chinese scholars^ have 
actually accepted and applied two denotations for this term; 
minjian yinyue Is used In two senses as follows: 
(1) In the broad sense, minjian yinyue generally refers 
to all kinds of Chinese regional operas, narrative songs, 
traditional Instrumental music and folk songs (Jiang Mindun 
1982:8). Here the term "folk song" (which, in Chinese, is 
mingm) refers to the songs which are produced and exist among 
the rural and urban masses, and whose music Is composed and 
transmitted by way of an oral tradition. (Jiang Mindun 
1982:1-9; ZYYYY 1984:268.)2 
^ Note: Throughout this thesis, expressions like 
"Chinese scholars" and "Chinese ethnomusicologists" are used 
to signify an academic stance; they are applied only to 
people holding Chinese nationality and Chinese academic 
qualifications, and not to people who, though they may happen 
to be etfenlcally Chinese and engaged in some aspect of 
Chinese studies, do not hold Chinese nationality or Chinese 
academic qualifications. 
2 The concept and denotation commonly adopted by Chinese 
scholars for the other three categories (regional opera, 
narrative song, and traditional Instrumental music) have been 
acknowledged by Western scholars in the study of Chinese 
music. Examples can be seen In Plan 1980, Kishibe 1980, 
Mackerras 1980, K. Stevens 1980 and Liang Ming-yueh 1980. 
(2) In the narrow sense, minjian yinyue refers only to 
folk song (in the above-mentioned denotation) and certain 
portions of the other three categories (regional opera, 
narrative songs and traditional instrumental music), whose 
music is produced and maintained through amateur practice and 
oral transmission. (ZYYYY 1984:268-69; ZDQC 1983:489-90.) 
Generally speaking, in China the wider denotation of 
folk music is the one commonly applied for popular and 
general purposes, while the narrow denotation Is preferred in 
scholarly studies and discussions. 
A range of different kinds of music exists on Hainan— 
from orally composed and transmitted local songs to modern 
Western pop and disco music performed by professional 
musicians. To refer to the music discussed in this thesis, I 
adopt the English term "folk music" in the sense of the 
narrow denotation of minjian yinyue described above. In other 
words, the subject matter of this particular work is the 
music which Is produced and/or exists among the local people 
of Hainan within a tradition of oral practice and oral 
transmission, and which Is regarded by those people as their 
own music stemming from and belonging to their local communal 
traditions. A similar situation applies regarding my use of 
the English term "folk song". In this particular work I adopt 
this term in the sense of the above-stated denotation of 
minge, which is commonly applied by Chinese 
ethnomus1COlegists In their studies. 
I would stress, however, that in using the terms "folk 
music" and "folk song" to refer to the music discussed in 
this thesis, I do not mean to Imply that I would 
automatically adopt the same concepts and denotations for 
these terms in studies of other topics. On the contrary, I 
have myself questioned the uncritical and unqualified 
application of these terms: 
... As for the concept of "folk song", a couple of 
articles discussing this issue did appear in China 
a few years ago. Unfortunately, no further 
discussion has taken place since. It is Impossible 
to maintain that folklore existed only in the days 
before the invention of the steam engine; It Is 
also Impossible—and one should not attempt it—to 
cut folklore apart from the high-tech modern life 
style of modern and post-modern society If we 
continue to cling to concepts such as "oral 
transmission" in defining folklore and folk song, 
problems are likely to occur. And there are some 
further questions. Is it still true in modern 
society that folk song is produced and exists only 
among peasants, urban masses, and artisans? Is it 
possible that folk song might also be produced and 
transmitted by intellectuals or mechanized workers? 
Can the large quantity of songs composed by and 
transmitted among the "Educated Youth" during 
Chinese Cultural Revolution be considered folk 
songs? Can the so-called "Campus Songs" from Taiwan 
also be considered folk songs? Are they worthy of 
being studied? Such Issues need to be discussed. 
(Yang Mu 1986:115.) 
Questions relating to the concept, definition, and 
application of the terms "folk music" and "folk song" in 
ethnomusicological study could lead into lengthy discussion; 
however, such discussion would be out of place here, given 
the parameters of this thesis as set out in Section 1.4 
("Scope") of this Chapter I shall therefore take the matter 
no further, trusting that the above will suffice to explain 
and justify my use of the terms "folk music"" and "folk song" 
to refer to the music I discuss in this study. 
1.2 Background 
Chinese music has been studied extensively by Western 
scholars. In the last few decades particularly, a substantial 
number of studies have been carried out, ranging from general 
surveys to intensive investigations of specific topics. For 
example, general surveys contributing to an overall 
understanding of Chinese music include those by Malm 
(1967:107-29), Picken (1971), Kuo-huang Han and Lindy Li Mark 
(1980), Liang Ming-yueh (1985), and the excellent 
comprehensive article on traditional theory by Bell Yung 
(1980). Numerous specific topics have been the subject of 
intensive specialized study, including the relationship 
between language and music (e.g. Bell Yung 1975, Bell Yung 
1983a, b and c. Plan 1972, Mark and Fang 1966, Marjory Liu 
1974), traditional opera (e.g. Bell Yung 1975, Be11 Yung 
1983a, b and c, Marjory Liu 1976), narrative music (e.g. C. 
Stevens 1973), Instruments and/or instrumental music (e.g. 
Thrasher 1978, 1985a and 1988), regional folk song (e.g. 
Tuohy 1988), notation (e.g. Kaufmann 1967:69-106, 267-95), 
and the theory of temperament (e.g. McClain 1979). 
However, among these Western works there appear to be 
relatively few that focus specifically on field-work-based 
study of contemporary Chinese folk music and still fewer on 
regional folk song. For example, while we do find, among 
published Western works, a few articles like "The Melodic 
Structure of Jiangnan Sizhu" (Thrasher 1985a) which is based 
on its author's field-work in Shanghai and Hangzhou, and 
"China's Multicultural Population: Insights from Minority 
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Nationalities and their Music" (Standifer 1986) which is the 
product of its author's field-work in Guangdong and Guangxi 
provinces, such works are rare in comparison with the large 
number of non-field-work-based articles. This is probably due 
to the difficulties created by Chinese government policy 
during the past few decades: few Western scholars could 
obtain the necessary permission to carry out field work in 
China. In the last decade the restrictions have eased a 
little, and a few Western scholars have had the chance to do 
ethnomusicological field work in limited areas (e.g. the two 
whose articles were cited); but restrictions continue to 
hamper such study 
Chinese ethnomusicolegists resident in China itself are, 
of course, better placed to carry out field work on 
contemporary Chinese folk music, and in fact have done so 
fairly intensively in most areas. In China there have 
appeared numerous publications relating to intensive study of 
regional music based on field work. Several examples are to 
be found in the Bibliography of this thesis, including: Yang 
Kuangmin 1981, Zhou Qingqing 1983, Yang Mu 1984, ZMWYQF 1983, 
Lan Hong'an 1985, Zheng Hangfeng 1985, Tan Guiqing 1987, etc. 
Nevertheless, for various reasons this work has been rather 
uneven, some areas of China having been relatively neglected. 
Hainan is one such area (for details see later paragraphs). 
Given the academic context outlined above, the present 
thesis should therefore make a substantial contribution to 
the study of contemporary Chinese folk music, firstly because 
it emphasizes Intensive field observation, documentation, and 
recording, and secondly because it deals with a geographical 
region that has not hitherto been adequately explored. 
Hainan is China's second largest island (Taiwan being 
the largest). Although it had occasionally been visited by 
European merchants in earlier centuries, Hainan came 
prominently to the notice of Westerners only in the second 
half of the nineteenth century, when businessmen, statesmen, 
missionaries, and scholars began to realize its economic, 
political, and military significance. In the third decade of 
this century, the Chinese government and Chinese scholars 
also turned their attention to the island, and began not only 
to study it, but also to exploit it. Later on, during World 
War II, Japan played its part in occupying, exploring and 
exploiting Hainan. Interest in the island waned after the end 
of World War II, and during the Chinese Civil War (1945-49). 
From the time of the Communist conquest of Hainan in 
1949 until the end of the 1970's, the Island was largely 
inaccessible to Western visitors. Since 1980, however, the 
Chinese government has been gradually raising the "baMboo 
curtain". For the last couple of years the island has been a 
designated economic free zone, and in April 1988 it was 
upgraded to the status of a province. Nevertheless, 
international scholars have not so far been given permission 
to visit the island to undertake cultural research. For 
political and other reasons, even Chinese scholars have not 
been able to carry out adequate investigations or studies 
into the culture of the Hainan peoples. There is no evidence 
of ethnomusicological field work or study pertaining to the 
island before 1949. Since 1949, apart from my own field-work 
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and study, only limited pieces of work on the island's folk 
music have been done. They Include the following: 
la Some individual visiting musicians and composers have 
collected and recorded some of the folk music of the island 
as material to enrich their own compositions. The resulting 
collections have not been published, nor have any related 
articles appeared. Some of the materials did undergo 
adaptation into compositions that have been published. An 
example is the music of the well known ballet Hongse 
Niangzijun [The Red Detachment of Women], produced during 
China's Cultural Revolution (1966-1976) and presenting a 
story set in Hainan. 
2 Several local cultural workers, familiar with the 
music and its social background, have collected some folk 
songs or studied them for their own Interest. (Information on 
these workers is included in Appendix 2.) These collections 
are valuable first hand materials, though they are always 
limited to a small area or to a particular ethnic group. 
(Further information is given in the following paragraph.) 
3. Under the "Collections of Chinese Folk Music" 
scheme,3 the Cultural Bureaux of Danxian county, Baoting 
county and Tongza city gathered and printed (but did not 
formally publish) some folk songs collected by local cultural 
workers. These include 230 folk songs and 13 instrumental 
pieces collected from Li areas, and 282 Han folk songs 
collected from Danxian county. Nevertheless, in accordance 
> This is a semi-official scheme for collecting and 
publishing Chinese folk music, directed by the Chinese 
Musicians' Association and approved by the Cultural Ministry 
of the People's Republic of China. The scheme was started in 
the early 1960's, stopped during the Cultural Revolution , 
and has been operating again since the early 1980's. 
with the guidelines of the scheme, these collections include 
just the songs themselves, with little background Information 
on the musical culture. 
4. In the early 1960's three scholars of the Chinese 
Music Research Institute visited the Island. They Interviewed 
a few local intellectuals, visited a Li village for five 
days, made some recordings and took photographs of the 
aboriginal Li people. Following their return to Beijing they 
submitted a report (unpublished) in 1963. In this they 
stated: "The aim of this visit . . a was to prepare some 
information for a further investigation in the future, so 
this time we did not investigate comprehensively or 
thoroughly" (He Yun, Yang Youhong and Sun Youlan 1963) 
Probably because of political Interference, such as the ten-
year Cultural Revolution which followed, the report has since 
languished in the reference room of the Institute, and the 
foreshadowed "further investigation has not eventuated. 
5. In 1986, two short articles, written by local Hainan 
cultural workers and dealing with the Li folk music, were 
published in Guangdong provincial journals (Wang Guoquan and 
Wang Kerong 1986; Han Boquan 1986). 
In January 1981, with a small team organized and 
sponsored by China's Central Conservatory of Music, I 
undertook ethnomusicological field work on the island for a 
period of one month. It covered the major areas, including 
Danxian, Haikou, Baoting, Ledong, Dongfang, Tongza, 
Qiongzhong, Changjiang and Baisha, where the representative 
types of Hainan folk music are concentrated. Some three 
hundred folk songs and thirty pieces of Instrumental music 
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were recorded.* Subsequently I submitted a detailed report to 
the Central Conservatory of Music (Yang Mu et al. 1981:1-
147), together with a few shorter reports written by my 
fellow investigators (Yang Mu et al. 1981:148-241). Although 
this Investigation was not as thorough as I would have liked, 
it was the most comprehensive ethnomusicological field work 
undertaken on Hainan to that date. Three articles, dealing 
with the Investigation and discussing the folk music of 
Hainan, were published in 1981 (Yang Mu; Ouyang Yun; Zhou 
Qingqing). To that date they were the only scholarly 
publications on Hainan music. My report and article, which 
were the first writings introducing and discussing the folk 
music of the Han people of Hainan, revealed aspects of the 
music not hitherto publicly known in the field of Chinese 
music studyo 
Early in 1988 I independently undertook a second field 
trip to Hainan. This trip lasted three months, and covered 
not only the island but also some relevant areas of Guangdong 
and Fujian provinces. One of my resulting articles, dealing 
with the current social situation on Hainan, including the 
musical culture in Danxian, was published in Hong Kong (Yang 
Mu 1988a). A radio program which I subsequently produced, was 
the premiere presentation of the authentic folk music of the 
Han and Li peoples of Hainan, performed by the local people 
themselves. This program was heard nation-wide in China (Yang 
Mu 1988c; refer to Recording Item 121). Again, a paper I 
presented to an international conference (Yang Mu 1988b), and 
an article published in a Western academic journal (Yang Mu 
* These recordings are now kept in the archives of the 
library of the Central Conservatory of Music, Beijing. 
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1988d) made Hainan music known internationally for the first 
time. Thus Hainan music has now been made accessible as a 
subject for in-d«pth academic discussion. 
1.3 Objectives 
The present thesis is a report on part of the results of 
my Hainan field work and research. It has three major aims: 
1. To convey an essential overall understanding of the 
musical culture of the island. Since no work dealing with the 
folk music of the island as a whole has been undertaken 
hitherto, this presentation should help f111 a longstanding 
gap in the study of contemporary Chinese folk music. 
2. To explore certain related Issues in Chinese folk 
music generally, which have hitherto been neglected in China 
and also have not been adequately discussed in the Western 
study of Chinese music, especially Issues raised by some 
characteristics of the Chinese musical culture in relation to 
the social background (e.g. the erotic musical activity). 
3. To contribute, through this specific work, to the 
exchange of information and methodology between Chinese and 
Western ethnomusicolegists in the area of Chinese folk music. 
1.4 Scope 
The music of Hainan is rich and varied, and therefore 
provides opportunities to explore a wide variety of Issues 
that are undeniably worthy of intensive study. However, 
exhaustive study of all such Issues is neither possible nor 
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necessary for the purposes of the present thesis. In this 
thesis the scope of discussion is, for practical and 
methodological reasons, limited as follows: 
1. The thesis is intended to offer an overall basic 
understanding of the musical culture of Hainan by describing 
and discussing various types of folk music and their social 
background. As a field-work-based study, it emphasises the 
acquisition and description of relevant field data. 
Descriptions and discussions are not limited to the purely 
musical aspects but also cover the social context of the 
music. They sometimes go beyond the field of music and beyond 
the geographic boundaries of the island. 
2. However, recognizing the practical limitations on 
what can be covered in a single thesis, I do not intend to 
describe and discuss every type of Hainan music in equally 
great detail. Rather I shall focus particularly on those 
types which I consider representative of the folk music of 
the island—namely, as the subtitle of the thesis indicates, 
the major types of folk song of Danxian county; and for the 
remaining types I shall limit myself to giving a broad, 
general survey. I adopt this practice in the belief that it 
is academically appropriate to the situation, and in the 
expectation that other researchers, and/or I myself, will 
fill out the account of these remaining types at some future 
time. 
On Hainan there are two principal ethnic groups, the Han 
and the Li. The Han are immigrants from mainland China; the 
Li are the aboriginal inhabitants of the island. As on the 
mainland, the Han people on Hainan now constitute the 
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overwhelming majority of the population (about 86% of the 
total on Hainan). The county of Danxian, located in the 
northwest of the island, is one of the two earliest 
settlements established by the Han immigrants. It is an area 
abundant in folk songs and can be regarded as a truly 
representative centre of Han culture and history on Hainan. 
In Danxian the musical resources are much richer, and the 
musical life is much more active, than in other Han areas on 
the Island. It is in this county that most of the important 
features of Han musical culture of Hainan appear to be 
concentrated most heavily; in no other Han area of the Island 
are the musical resources so rich and significant. 
Accordingly, the folk songs of Danxian are given particular 
attention in this thesis and discussed in detail. Close 
attention is also paid to the musical culture of the 
numerically less important aboriginal Li people. Although the 
Li can be recognized as comprising five major tribes, their 
culture is essentially uniform. The present work studies the 
Li musical culture as a whole, leaving the details of arsa 
and tribal differences to further research. 
A third officially recognized ethnic group on the 
Island, the Miao, are fall outside the scope of this thesis. 
The Miao on Hainan were originally immigrants from mainland 
China. The mainland Miao are one of China's principal 
minority peoples; however, the Miao on Hainan account for 
only about 0.5 per cent of the island's population. Their 
villages are scattered in remote and relatively inaccessible 
mountain areas, and I was not be able to reach them during my 
field trips on Hainan. I was therefore unable to obtain 
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sufficient first-hand field data about the Miao music. For 
this reason, I have excluded the Hainan Miao music from the 
present study, leaving it to future more thorough or more 
specialized work. I have adopted this limitation on the scope 
of my study in the belief that it will not substantially 
impair the resulting overall understanding of the folk music 
of the island. Accordingly, the Miao will not be discussed 
further except in the anthropological survey of the Island, 
where their ethnic background is briefly Introduced, as 
essential to an overall understanding of the background of 
the island. 
3. On the other hand, certain research issues among the 
many that arise out of the field data, do require discussion. 
In deciding which such issues to pursue, I have followed the 
objectives set out in the previous section 1.3. To state it 
briefly, the kinds of issues I am principally concerned with 
here are those which bring together the musical and social 
phenomena, and especially ones which, though significant, 
have not received adequate attention in the study of Chinese 
music. In Chinese ethnomus1cology the social background of 
music is often neglected. This contrasts with the situation 
in the West, where it has for several decades been widely 
recognized by ethnomusicolegists as important, and has been 
Intensively discussed (e.g. Merriam 1964, Nettl 1983)—to the 
extent that it new seems to be no longer a significant issue. 
However, in the case of the study of contemporary Chinese 
folk music, the situation is a little different. While there 
are a few relevant published articles including Thrasher's 
1981 work (see Bibliography), which is an introduction to the 
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sociology of Chinese music in general, this issue has not yet 
been brought fully to bear in specific case studies of 
contemporary Chinese folk music. This is probably because of 
the difficulty in obtaining first-hand field data and 
relevant information. The field is therefore one that 
requires further exploration, research and discussion—a fact 
that is recognized in this thesis. To cite the two major 
examples, I discuss "erotic musical activity" in detail as an 
important case of a link between musical and social 
phenomena; and I explore possible approaches, combining 
musical and cultural/social aspects, in the study of the 
history of some specific folk song types. In China the issue 
of erotic musical activity is taboo in ethnomusicological 
study; and the tracing of the specific histories of 
individual folk song types is commonly considered by Chinese 
ethnomus1 COlegists as a most difficult subject, requiring the 
prior establishment of an adequate methodology through 
research and discussion. In the Western study of Chinese 
music, too, the above two issues appear not to have been 
dealt with entirely adequately. This adds to the significance 
of the discussions of these issues undertaken in the present 
work. 
On the other hand, while purely musical analysis (e.g. 
analysis of scales, modes, rhythm, melodic contour and 
musical forms) has its place in the thesis, it is seen as 
contributing to the overall understanding of the music of the 
island, rather than as constituting a major Independent issue 
to be discussed intensively in the present work. 
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Other Issues that could be raised regarding Hainan 
music—for example, the possible relationship between 
language and music, the problem of terminology, methods for 
transcription, the nature of modes, etc.—are touched on or 
discussed in the following chapters only if, and to the 
extent that, this contributes to the general survey or to the 
overall understanding of the folk music of Hainan. While such 
issues do deserve detailed study in some other contexts (each 
of them could well make a Ph.D. dissertation in Itself), I do 
not Intend to undertake such detailed study in the present 
thesis. 
4. In accordance with the above-mentioned denotation of 
"folk music adopted for this thesis, professional style 
modern music on Hainan (such as Western style pop music and 
modern professional art music) is excluded from the scope of 
this study, except in a few cases where it appears to be 
relevant as an element of the background to the folk music. 
The regional opera of Hainan, the Qiongju, is also not dealt 
with, on the same grounds, and for another more important 
reason: The Qiongju has already been well researched by the 
Regional Opera Research Institute of Guangdong Province and 
its branch in Haikou, the capital of Hainan (e.g. GXY 1980); 
discussion of the Qiongju in this thesis would therefore be 
redundant. 
1.5 Sources 
The principal sources of data for the present study fall 
into the following three categories: 
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1. My own field work. This is the most important source, 
because the study covers many aspects of Hainan music not 
previously investigated; much of the information could be 
obtained only by personal observation. Investigation and 
recording, and by drawing on the knowledge of local 
informants. In this thesis, all information and examples, 
including musical recordings, are from this source unless 
otherwise indicated. 
2. Collections made by local cultural workers and 
cultural bureaux. These are valuable as first-hand materials 
collected by local people. Although not all of these 
materials are accurate and adequate, my study does benefit 
from the more accurate and reliable portions, identified as 
such following a lengthy process of assessment and checking. 
In this thesis some of these materials collected by others 
are used (as indicated in the specific cases) to exemplify 
those music types for which I could not obtain samples during 
my own field work. 
3. Relevant publications and other writings. These are 
of two kinds. One comprises a limited number of very useful 
writings, such as those noted above, which deal directly with 
the subject of Hainan music. The other comprises various 
writings which, while not discussing Hainan music directly, 
do yield scattered pieces of information relevant to that 
music or its background. 
In addition to these explicit sources, I have also drawn 
on my own socio-cultural background. This is essentially the 
same as the background of the Han people on Hainan, because I 
am myself a member of the Han people, and grew up in south 
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China (in Fujian province), speaking dialects originally 
related to the major dialects of Hainan (the Hainan and Jun 
dialects). 
1.6 Methods 
The approaches that Western scholars have adopted in 
their ethnomusiclolgical studies are generally more varied 
and wide-ranging than those taken by Chinese scholars. (E.g. 
Merriam 1964.) Until the early 1980's, ethnomusicological 
study in the People's Republic of China was limited almost 
entirely to the study of Chinese music, and emphasis was laid 
on analysing the structure of the music itself, e.g. scales, 
melodic formulae, mode, rhythm, and musical form. Relevant 
social, cultural and anthropological aspects of the music 
were not given proper attention. Indeed, those aspects were 
often intentionally ignored, avoided or even misused for 
political purposes. Since the beginning of the 1980's, 
following the gradual relaxing of political restrictions, and 
in response to the Influence of Western ideas, the situation 
has gradually improved; nevertheless, it is still far from 
satisfactory, for various academic or political reasons. 
My own study differs from the customary Chinese 
approach. In this thesis, non-musical factors are explored, 
in an attempt to extend the scope of the research beyond the 
music to such disciplines as literature, folklore, history, 
sociology, anthropology and dialectology. This is on the 
principle that a better understanding of a musical culture 
results when musical studies are combined with relevant non-
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musical studies. As mentioned earlier, in this work purely 
musical analysis is made to serve as a means to achieve an 
understanding of the folk music of Hainan—this rather than 
the reverse i.e. using Hainan music to initiate intensive 
discussion of issues in musical theory-
For the musical analysis itself, I adopt a methodology 
which is commonly used in the People's Republic of China. 
Since this is, from the Western standpoint, a potentially 
controversial matter, I now explain my main reasons for 
adopting this methodology, as follows. It should be 
emphasized that my adoption of this method is based on all of 
the reasons listed below, not on any single one of them 
alone. 
1 The methodology in question has been developed in the 
People's Republic of China over the last few decades. It has 
come to be regarded by most Chinese ethnomusicologists as 
more appropriate than other methodologies for analysing 
Chinese music, and has therefore gained wide acceptance in 
China. (See e.g. Zhao Songguang 1965, Yang Yinliu 1980. Gao 
Houyong 1981, Jiang Mingdun 1982, XYYYY 1982, Ye Dong 1983, 
Li Xi'an and Jun Chi 1985.) I share this common opinion. That 
is to say, I adopt the method because I consider it more 
appropriate than other methods for analysing Chinese music. 
2 This methodology is a rather comprehensive system, 
which covers classification of Chinese music, theory of 
Chinese scales, theory of Chinese modes, theory of Chinese 
melodic structures and formulas, theory of Chinese musical 
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form, etc. Some of its elements, e.g. certain divisions and 
terms for analysing musical forms, have been taken over and 
adapted from Western classical theory and musical analysis. 
(Examples can be seen in Section 4.3.1 of Chapter 4 of this 
thesis; also in Gao Houyong 1981:266-99, Jiang Mingdun 
1982:380-416, Ye Dong 1983:4-16, Li Xi'an and Jun Chi 1985) 
However, it derives mainly from two sources: (a) the 
traditional Chinese theory of music (Xia Ye 1981, Liao 
Tianrui 1983:99-142), and (b) the practice of Chinese 
traditional and contemporary folk music (Gao Houyong 1981, 
Jiang Mindun 1982, Ye Dong 1983) It is generally considered 
by Chinese scholars that the traditional components of this 
methodology (i.e. the traditional theories, including the 
theories of scale and mode) are not based on mere theoretical 
constructs, nor that they are applicable only to classical 
court music and qin (seven-string zither) music. Rather, they 
are considered to be based on scientific findings (e.g. 
temperamentology—the study of " 1u' ) (see Zhao Songguang 
1965. Liao Tianrui 1983:97-148, Jiang Mingdun 1982:339) and 
to be generally in accord with the practice of Han Chinese 
traditional and contemporary folk music (Dong Wei song 1987, 
Gao Houyong 1981, Jiang Mingdun 1982, Ye Dong 1983) 
3. In the study of music, and especially in the field of 
ethnomusicology, a variety of methods have been applied to 
music analysis. Probably none of these methods can be claimed 
to be perfect, but this has not stopped scholars from 
applying whichever method they consider the most suitable for 
their particular field of study. In China too, the question 
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of methodology has been a controversial one. In the last 
decade, there have been some discussions about the Chinese 
methodology in question here, regarding its suitability for 
analysing Chinese music—including the music of China's 
minority peoples. Some scholars, including myself (e.g. Yang 
Mu 1984), have raised questions and expressed differences of 
opinion. Some new techniques and proposals for improvement 
have been put forward (e.g. Yang Kuangmin 1981); however, as 
yet, no better overall system has been developed. 
Consequently this methodology continues to be widely applied 
by most Chinese researchers, including myself. In this thesis 
the method is applied only for a certain portion of the 
musical analysis. Discussion of the method is therefore 
limited to providing here adequate justification for its 
adoption. Any further discussion of the method and of issues 
arising from it would lie outside the scope of the thesis (as 
defined in Section 1.4) and must be left for future research. 
4. The Chinese methodology has developed in the Chinese 
cultural, social and philosophical context (Dong Weisong 
1987:81-82) Consequently, even when it is used only for 
purely musical analysis (i.e. analysing the scale, mode, 
melodic structure etc. of Chinese music), the methodology 
actually reveals the musical characteristics together with 
the cultural, social and philosophical contextual 
connotations of those characteristics. In this respect I have 
not found, among existing Western methodological systems, any 
one that is demonstrably better for the purpose of analysing 
Chinese music than the one now commonly used by Chinese 
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ethnomusicologists. Under these circumstances, I consider it 
appropriate to adopt this methodology for the current work, 
i.e. to follow the method that most Chinese 
ethnomusicologists have, for some time, been following in 
their studies of Chinese music. 
5. The question arises whether this methodology is 
applicable in the case of the music of China's non-Han 
peoples. This is a complicated issue. Certainly a methodology 
based on Han tradition and practice should not be applied 
indiscriminately to a non-Han music. However, as Chinese 
ethnomusicologists recognize, the musics of China's fifty-six 
ethnic groups vary widely, making a simple clear-cut answer 
to this question of methodology impossible. For example, 
while there are some peoples, e.g. the Weiwu'er (Uygur), 
whose music is distinctly different from that of the majority 
Han people, there are others, e.g. the Man (Manchurian) 
people, whose music is for all practical purposes inseparable 
from the Han music. It is therefore impossible to generalize 
about whether, or to what extent, this methodology is 
applicable for analysing the music of a specific ethnic group 
in China. (For examples, see articles in ZYYYY 1980 (four 
volumes), passim.) 
In the present case the question is whether the 
methodology is applicable to the Li music. For the past 2,000 
years the Li have been dominated by, and assimilated to, the 
Han people. Consequently, the Li community and culture have 
been subject to strong Han influence, to such an extent that 
it is now in many respects difficult to distinguish them. 
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Generally speaking the Li today dress (particularly the 
males) and eat like the Han people. While in some Li 
communities the people still use their own Li language, all 
can speak Hainan dialect (the major Han dialect on the 
island), and many actually prefer to use that dialect even 
when speaking among themselves. (In some areas young Li 
people cannot even speak the Li language.) The cultural 
similarlities extend also to the music. The major type of 
instrumental music on Hainan (i.e. the Bayin) is popular with 
both the Han and the Li peoples; the majority of Li folk 
songs are sung in Hainan dialect (i.e. the major dialect of 
the Han people on the island) and are often difficult to 
distingush from Han folk songs. (For details see Chapters 7 
and 9.) 
Giyen the above close affinities, which apply for most 
present-day Li music, it seems both valid and practical to 
apply the general Chinese methodology in analysing most types 
of Li music. Whether this methodology is applicable for 
analysing al 1 Li music is a question that remains unresolved. 
Given this situation, and having no good reason for doing 
otherwise, I adopt the general Chinese methodology for 
analysing Li music in the current study, leaving the 
controversial aspects of the question open for possible 
further study and discussion at some future time. 
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17 Structure of the Thesis 
The folk music of Hainan is interwoven with the local 
culture, history, customs, and even the physical environment. 
Accordingly, the discussion begins, in Chapter 2, with a 
general background survey of the island and its peoples. 
Discussion of the musical culture proper begins in Chapter 3, 
with a broadly outlined classification of the various types 
of Hainan folk music. These types are then discussed in 
detail in subsequent chapters. The three major types of Han 
folk song, the Danzhou Shange, Ediang, and Jundiao. all of 
which are concentrated in Danxian, are dealt with in Chapter 
4, Chapter 5, and Chapter 6 respectively The folk songs of 
the Li people are discussed in Chapter 7, and the remaining 
types of folk songs found on the island are surveyed in 
Chapter 8. The instruments and instrumental music of Hainan 
are the subject matter of Chapter 9. Finally, Chapter 10 
presents a review of the main music types studied, the 
methodologies applied, and the conclusions drawn, followed by 
an evaluation of the significance of the work, and 
suggestions for further research Volume II contains tape 
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recordings (made on Hainan) of the folk music and of certain 
folk musical activities, together with their corresponding 
transcriptions. 
In the transcriptions given in this thesis, the texts of 
folk songs sung in the Hainan dialect (the major dialect of 
the Han people on Hainan) are written in Chinese characters 
{Hanzi). This is in keeping with the practice adopted by the 
local Han people for preserving and memorizing the texts of 
their traditional songs—though it should be noted that many 
songs are preserved only in oral tradition, so that 
corresponding written texts do not exist among the folk. 
In transcribing the pronunciation of Han dialects and 
the official Mandarin, the Chinese Phonetic Alphabet (Hanyu 
Pinyin) is used. For the convenience of readers not familiar 
with Hanyu Pinyin, the Wade-Giles and IPA (International 
Phonetic Alphabet) equivalents are given in Appendices 3 and 
4. The language of the Li people has no traditional written 
form. Like most minority ethnic groups in China, the Li have, 
in the course of two thousand years of domination by the Han 
people, adopted the Han language and script as their formal 
written language. Many Li folk songs are now sung in Hainan 
dialect, the major dialect of the Han people on the island. 
The texts of Li songs sung in this Han dialect are therefore 
also transcribed here in Hanzi. However, for songs sung in 
the Li language Itself, or in any other language such as 
Lingao (see Chapter 2, Section 2.6.2), the texts are 
transcribed in an informal romanization, which will give the 
English reader an adequate indication of the pronunciation. 
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Within the text, bibliographical references to Chinese 
publications are, in many cases, indicated by the initials of 
the organization in question, to avoid the Inconvenience of 
excessively long titles. For example, "Zhongguo Shehui 
Kexueyuan Shaoshu Minzu Yanjiusuo" (i.e. "Chinese Social 
Sciences Research Institute for Minority Peoples") is 
abbreviated to "ZSKSMY". A full list of such abbreviations is 
given on page xxi. 
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Chapter 2 Geographical and Anthropological Survey of Hainan 
Island 
2.1 Location and Area 
Hainan Island, an ellipse-shaped island with an area of 
33,900 square kilometres, is located in the South China Sea, 
between 108°36'43" and 1110 2'03" east longitude, and between 
18«10'04" and 20»9'40" north latitude. It lies off shore from 
China's most southerly peninsula, Leizhou Peninsula, 
separated from it by the twenty kilometre wide Qiongzhou 
Channel. The Island's nearest westerly neighbour is Vietnam, 
from which it is separated by the Gulf of Tongking. (See Map 
1.) 
2.2 Physical Environment 
Hainan Island is made up of mountains, hills, tablelands 
and small plains. It is generally dome-shaped, with the 
highest parts in the centre and toward the south, and the 
main range running from northeast to southwest. The chief 
mountain groups are Limuling and Wuzhishan, both of which are 
high and precipitous with many deep gorges. Limuling, "the 
mountain of the mother of Li people" has two major peaks 
reaching 1,812 metres and 1,412 metres. Wuzhishan, "five 
fingers mountain", is so named because it is shaped like a 
huge hand with five spreading fingers. Its highest peak is 
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1,867 metres high, and lesser peaks range from 500 metres to 
1,200 metres. Tropical forest is the main natural vegetation 
on the mountains, but owing to deforestation in the past few 
decades the remaining rain forest has been reduced to less 
than six per cent of the island's total area. The northern 
part of the island and the coastal areas are made up of hilly 
lands, low tablelands and small plains, covered with farms, 
groves, bush, and sandy wasteland. 
All of the major rivers rise in the Wuzhishan and 
radiate to the sea. The main ones are the Nandujiang, 
Wanquanhe, Changhuajiang, and Linshuio Of these rivers the 
Nandujiang is the largest, but the Wanquanhe is the best 
known in China. In the past twenty years, the Wanquanhe and 
the Wuzhishan have become, for Chinese people, symbols of 
Hainan Island and of the Li people. (See Map 2.) 
The island has about ten natural harbours, none of them 
very large. The best is Yullng Harbour, which is at the 
southern end of the island and now serves as a naval port 
(see Map 3). Haikou Harbour, in the northern region, is a 
commercial port, and others, such as Xingying Harbour in the 
northeast, are small fishing ports. (See Figure 1.) 
Hainan is tropical, and has been described by the 
Chinese as "an island where summer lasts for ever" The 
average annual temperature is around twenty-four degrees 
Centigrade, the range being greatest in the mountain areas. 
Rainfall is plentiful over most of the island, and most 
abundant in mountain areas. The rainy season is from April to 
December; the rain is not continuous, but falls in showers or 
thunderstorms. The weather is always cooler when it rains; as 
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Figure 1 Sanya harbour (in the far 
south of Hainan) 
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the poet Su Dongpo put it, "Summer lasts the whole year, but 
autumn appears whenever it rains" It is very humid on the 
Island throughout the year, even during the dry season. 
Typhoons usually occur between July and October, but they are 
neither frequent nor very violent, and seldom cause great 
damage. 
Hainan is rich in resources of fish, salt, minerals, 
tropical fruits, cash crops, valuable timbers, and animals. 
Plentiful rain, warm weather, high humidity and fertile soil 
together make the island very suitable for agriculture. Some 
areas produce three crops of rice a year, others two. 
2.3 Population, Ethnic Groups and Current Administration 
Officially there are three main ethnic groups on Hainan: 
the Han, the Li and the Miao. As on the Chinese mainland, Han 
people are in the majority; the Li and Miao are minority 
peoples. According to the Chinese government census of 1984, 
the total population on the island was then around 6,000,000. 
Of these, 800,000-odd were Li people, and about 30,000 were 
Miao. Most of the Li and Miao live in the mountain areas, 
while the Han people inhabit the plains and coastal areas. In 
the past few decades the island was an administrative area of 
Guangdong province called the "Hainan Administrative Area" 
It was sub-divided into two parts. The northern part included 
the local capital city Haikou and nine counties: Qiongshan, 
Wenchang, Ding'an, Qionghai, Wanning, Tunchang, Chengmai, 
Danxian and Lingao; the southern part, designated the "Hainan 
Li and Miao Autonomous Prefecture", included eight counties: 
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Baoting, Baisha, Qiongzhong, Lingshui, Yaxian (upgraded as 
Sanya City in May 19, 1984), Ledong, Dongfang and Changjiang. 
In recent years the government of the People's Republic 
of China has been bringing a new economic policy into effect, 
and Hainan has been designated a "special ecomomic zone" 
which is permitted to be more independent in economic 
affairs. In late 1987, the island was further designated as 
China's "economic free zone", open to overseas trade. 
Investment and tourism, and on 25th April 1988 it was 
officially upgraded to a province, called Hainan province. 
The former division "Hainan Administrative Area", with its 
sub-division the "Li and Miao Autonomous Prefecture", was 
revoked, and the town where the prefecture government had 
formerly been located was upgraded to the status of city and 
called Tongza City. (See Map 3.) 
2.4 The Li People 
2.4.1 The Li People and their Origin 
The first historical record of Hainan Island and its 
inhabitants is found in the Shanhai Jing [Records of 
Mountains and SeasJ, one of the earliest Chinese geographical 
writings (1.500 B.C.—300 B.C.). This text states: "There is 
a country called Dan'er." (Guo Pu, n.d.:Section Dahuang Bei 
Jing [North of the Great Wasteland]). The literal meaning of 
the name Dan'er is given by Guo Pu (276-324 A.D.) as 
piercing one's ears in order to elongate them by wearing 
ornaments." (Guo Pu, n.d.:Section Hainei Nan Jing [South 
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Inner Sea]). From this book and subsequent records of Chinese 
history, it is known that the country called Dan'er is 
today's Hainan Island. The aborigines of the island, who had 
"long, hanging ears" (Xu Shen 122 A.D.:Entry Dan'er), are the 
people now called in China the Li people. The custom of 
piercing the ears and elongating them by wearing many large 
earrings persisted until the early decades of this century 
(see Figures 2 and 3). Besides wearing large earrings, the Li 
women also tattoo their faces, necks and legs. Traditionally, 
neither earrings nor tattoos are used by Li men. 
The Li people are found only on Hainan island. They 
regard themselves as the only true aborigines of the island, 
calling the Han people moi or "guests". There are five major 
Li tribes, which they themselves call Ha, Gei, Zun, Moifau 
and Shai. These tribes inhabit different districts and have 
different customs and dialects. However, the differences are 
not great, and in modern times the tribal differentiation has 
tended to diminish, as all of the Li people have adopted more 
and more Han ways. It is difficult nowadays to distinguish Li 
and Han young people. 
Historically, the name 7 7 has been used by the Han 
people to refer to the aborigines of the Island, though it 
has also been commonly accepted and used by the Li people 
themselves. There are two opinions among scholars concerning 
the origins of the Li people. Most scholars believe that they 
originated from the ancient Yue people of southern China and 
are related to certain peoples of the same area, such as the 
Zhuang, Buyi, Dong, Shul and Dai (GMMWWCBW 1981:552). Other 
scholars suggest that the Li originated from some ancient 
m 
Figure 2 Li woman with earrings 
igure 3 Li woman with earrings Fig 
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peoples of southeast Asia, such as the Indonesian peoples 
(HLMZGB 1986:44-45). 
2.4.2 Life and Work 
As a result of long-term subjugation by the Han people 
from mainland China, most of the Li people inhabit mountain 
areas in the centre and south of the island. Normally, Li 
villages are not large. The number of families in a Li 
village may range from several to a few dozen, and a typical 
family may have three to five members. Usually a village is 
built in a small open place by a river or brook, or in a 
small basin among the mountains. It is common for all the 
families of one village to belong to the same clan, and have 
the same surname. Traditionally, several or more villages, 
not very far from one another, commonly formed a larger 
community called a kom, "a mountain place for living 
together". According to anthropological Investigations (e.g. 
ZSMSLDZCGB 1986), the kom was probably a vestige of an 
ancient clan tribal life style. Today such a traditional form 
of community no longer exists; since the Han population on 
the island is overwhelmingly the greater, many Li villages 
are actually close to or Interspersed with Han villages, and 
the overall social structure of the Li is now 
indistinguishable from that of the Han. 
Generally speaking, the living conditions of the LI are 
of lower standard than those of the Han. The houses in Li 
villages are simple thatched cottages, except for a few tiled 
houses that have recently been built. Figure 4 depicts part 
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of a Li village in the Tongza area. Figure 5 shows a typical 
traditional Li house, built of bamboo and wood, with a 
thatched roof which looks like an up-turned boat. Such 
traditional houses are not often seen now. 
Rice-growing is the main means of livelihood for the Li 
people. Hunting used to be important as well, but in modern 
times it has gradually come to be much less practised. 
Traditionally the Li practise the swidden system of 
agriculture on the mountains, cultivating a variety of rice 
that thrives in dry soil rather than in wet paddy-fields. 
However, in modern times the growing of wet-rice has 
developed and become the major type of Li agriculture; the Li 
now grow wet-rice in the same way as the Han people. The 
traditional swidden system does remain, but only on a small 
scale: individual families still like to grow a little of the 
different tasting dry-rice as a kind of traditional food for 
their own use. 
Traditionally the Li people do not eat meat on ordinary 
days, but at festivals and special events such as ceremonies 
or weddings, oxen are killed for village banquets. This 
tradition has, however, changed a lot in recent times. The 
everyday food of the Li is now rather similar to that of the 
Han villagers; and for village banquets, instead of killing 
oxen, they now serve pork, as do the Han people. 
Besides taking care of most housework, the Li women also 
take part in almost all types of labour except hunting. On 
this respects the Li custom resembles that followed in most 
Han villages on Hainan, while differing from the situation in 
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Figure 4 Li village near Tonza, cetnral Hainan 
Figure 5 Typical traditional Li house 
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many areas of the mainaland, where only men do field labour 
while women concentrate on house work. 
2.4.3 Language, Beliefs, and Marriage Customs 
Like most minority peoples in China, the Li have their 
own language but do not have their own writing system or 
script. Their literature therefore exists only as an oral 
tradition. It includes stories, legends, fairy tales, 
proverbs, riddles and different songs. These cover a wide 
range of subjects which reflect many aspects of their life. 
The Li language belongs to the Zhuang-Dong branch of the 
Sino-Tibetan family There are five different dialects, but 
the differences are not great and consequently people from 
different dialect areas are able to communicate with one 
another (Ouyang Jueya and Zhang Yiqing 1963). 
Although they do not have a formal ritualized religion 
the Li people traditionally adhere to various animistic 
beliefs and practices. Including ancestor and nature worship. 
They believe in the existence and power of various spirits, 
devils and witches, and rely on shamans to drive out evil 
spirits and cure the sick. They use chicken bones to divine 
almost anything. 
The Li people's attitude toward sex and marriage is much 
freer than that of the Han people. Unmarried young people can 
court and make love freely without interference from parents 
or the community. A widow can make the decision about her 
second marrage independently. Although monogamy is the rule, 
polygamy is considered acceptable. 
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2.4.4 Influence of Outside Civilization 
Throughout history, the Li people have been influenced 
by outside civilization, particularly the Han people. Since 
the Han are overwhelmingly in the majority on the island, 
many Li villages are actually dispersed within the vast Han 
areas. The local Han people commonly call such Li people "Shu 
Li" meaning "the Li who are familiar with the Han" or "the Li 
who have been well 'cooked' with the Han". On superficial 
ovservation, the "Shu Li" are rather difficult to distingush 
from the Han. 
During the past half century, Han influence has been 
stronger than at any other period in the history of the Li 
and the effect has been significant. Roads have been built 
connecting most of the Li villages to outside regions. The 
government's political and cultural control and propaganda 
reaches effectively to every corner of the island. Ancestor 
worship, animistic practices, and the activities of shamans, 
have significantly diminished in the past three decades. In 
the last few decades the custom of tattooing has been 
abandoned. Many Li people, especially men, now dress in the 
same style as the Han people. Following a long-term campaign, 
started in the 1950's by the Communist government, against 
unhealthy sexual behaviour and diseases, the sexual and 
marriage customs of the Li people have gradually changed, 
which in turn has affected related musical activities. 
Since the first decade of this century, primary schools 
and some high schools have been set up in towns and some 
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large villages. In the past few decades (with the exception 
of the ten years of the Cultural Revolution, 1966-1976) most 
Li children have been educated in schools, mixing with Han 
students and taught in the Han educational system (HLMZGB 
1986:161-65). The Hainan dialect, the major dialect of the 
Han people of the island, has been commonly accepted and used 
by the Li people to communicate with the Han people; in some 
areas it is also used among the Li people themselves instead 
of their own language. Some aspects of the Han culture, 
including some types of Han music (e.g. the Bayin; see 
Chapter 9) are also popular among the Li people, a 
significant number of Li folk songs actually being sung in 
the Hainan dialect (e.g. Transcription Items 73, 77, 80, 85, 
87 and 88; Items 1, 2, 3 and S of Appensix 1). (See Chapters 
7 and 9 for details.) 
2.5 The Han People 
The Han people of Hainan Island have basically the same 
social structure, life style, culture and customs as their 
counterparts in mainland China. However, in China about one 
billion Han people are distributed over the whole country. 
Naturally with this large population spread over a vast area 
there are some differences between individual regions and 
communities. The Han people of Hainan have their distinctive 
history, and some of their local customs also differ from 
those in mainland China. 
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2.5.1 History of Immigration 
The earliest administrative divisions set up on the 
Island by the Royal Court of mainland China in 110 B.C. were 
two prefectures, Dan'er and Zhuya (Ban Gu, n.d.: Hanshu [Book 
of Han], Vol.6, Wudiji [Records of Emperor WuJ). Since then 
the administrative divisions and their names have been 
changed many times. The prefecture of Dan'er is today's 
Danxian county (formerly named Danzhou); the prefecture of 
Zhuya is today's Sanya City. 
The Han people of Hainan immigrated from mainland China, 
and their musical culture is a transplantation of that which 
originated in the Han areas of the mainland. The study of Han 
immigration and its history therefore provides important 
information for the study of the music of the Island. 
The history of the Han immigration is inseparable from 
the history of the subjugation of the aboriginal Li people. 
Records of the immigration date from 110 B.C. when Emperor Wu 
of the Han Dynasty sent his army to conquer the island and 
claim it as his territory (Ban Gu, n.d.:V.6, Wudiji [Records 
of Emperor Wu]). After the expedition the army garrisoned on 
the island with the soldiers and their families becoming 
permanent residents there. The army was commanded by a 
general named Lu Bode (Han You 1704:V.1, Section Yange 
[Evolution]). In later times he became a folk hero and then a 
god of the local Han people; his image has long been 
worshipped in local temples. 
Rebellions, usually Involving uprisings of the Li 
people, were a common occurrence during all dynasties, and 
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time after time armies were sent from mainland China to 
suppress them. Most of the troops came from such southern 
provinces of mainland China as Guangxi, Guangdong, and Hunan. 
Most often they were the local armies of the Han areas in 
those provinces, but some included Miao soldiers from Guangxi 
province. The armies which remained after the wars 
represented a special style of immigration, and continued 
throughout the various dynasties (Wang Guoxian 1936: V.5, 
Section 1 of Jingzhengzhi [Records of Economy and Politics], 
Entry Bingzhi [Army System]) Meanwhile scattered immigration 
continued, but scant reference is made to these cases in 
historical writings. However, it is likely that most of the 
immigrants were merchants, mainly from Fujian and Guangdong 
provinces (both in south China), and mainland refugees 
escaping the perils of the numerous wars (Yu Guoyang 1985:7-
8). 
Throughout the island's history Han Immigrants have pushed 
the Li people into wild mountain areas and established their 
own cities on the coastal and plain areas. Even in modern 
times this tendency has not stopped. However, it is now 
achieved by the more subtle means of gradual non-violent 
annexation rather than by armed force as in former times. As 
a result most Han areas consist of level and fertile terrain 
which is densely populated, while the Li and Miao peoples 
reside In backward and relatively isolated mountain areas. 
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2.5.2 History of Culture and Formal Education 
The history of the local culture and of formal education 
on Hainan was strongly influenced by the ancient practice of 
banishment. Because the island was regarded, throughout 
history, as the most remote and desolate area in China, it 
became a place for banishment in every dynasty- Although the 
number of exiles was not large, their influence was 
considerable. Many were leading officials or highly cultured 
people who Included some of the most outstanding figures in 
Chinese history such as prime ministers and great writers. 
During their time on the island, some exiles devoted their 
energies to developing local education or to stimulating 
local culture. 
Over the past three centuries. Western Christian 
missions have exerted some influence on local life in Hainan. 
Missionaries first arrived in the sixteenth century (Amer. 
Presb. Miss.:1919) and remained on the Island until the 
Communist conquest in 1949. They established a few schools 
and hospitals, and endeavoured to convert the indigenous 
people to Christianity. (Figure 6). 
In the early years of the Republic of China, the Guo Min 
Dang government successfully developed education on the 
island. Local government official statistics recorded before 
1925 reveal that there were more than 2,900 primary schools 
on the island accommodating more than 110,000 students (Chen, 
1933:198). It should be noted that almost all of the students 
were of Han people. At that time, such enrolment figures 
would have been relatively high even on the mainland. 
4-2. 
Figure 6 Christian church in Danxian 
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From 1939 to 1945 the island was occupied by the 
Japanese—a period evoking bitter reminiscences and 
resentments in the local people. The Si no-Japanese War and 
later the Chinese Civil War badly delayed cultural 
development on Hainan. 
With the founding of the People's Republic of China in 
1949, the Communist government developed school education on 
the Island, and obtained some good results. Unfortunately the 
work was stopped during the Cultural Revolution, and the 
shadow of that period is still discernible today, even though 
formal education has been resumed. 
Since the late nineteenth century a great number of the 
Han people of Hainan have emigrated to other countries; today 
there are about 1,300,000 overseas Hainanese, mainly resident 
in Southeast Asian countries (Yu Guoyang 1985:8). Many have 
developed successful careers and become wealthy. As with most 
Chinese aliens, these overseas Hainanese maintain strong 
links with their homeland, and many of them have contributed 
money to local education on Hainan. 
2.5.3 Conditions in the Cities and Countryside 
Until recent years Hainan remained comparatively 
isolated; there was little modern influence on the island. 
Most of the cities are neither large nor modern, being more 
like country towns. At the same time, the plains and coastal 
areas are quite densely populated by Han people, whose 
villages and towns flourish in close proximity to one 
another; it is hard to find an isolated or out-of-the-way Han 
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village. The smooth terrain and the proximity of towns and 
villages to one another make communication easy. This 
facilitates the holding of folk festivals and local 
activities, during which large numbers of people from 
different villages and towns gather. Furthermore, the 
characteristics of the rural community life style are evident 
even in the larger towns. Traditionally, in most areas of 
mainland China, certain social customs are characteristic of 
the town environment, and others of the rural environment; 
but in the semi-urban, semi-rural Han areas of Hainan, these 
two customary patterns tend to co-exist. 
Since the recent designation of Hainan as a "free 
economic zone , however, the situation has been rapidly 
changing. The Island is no longer isolated, and transport 
links with both mainland China and overseas have developed 
remarkably quickly At the time of my second field trip in 
early 1988 there were several daily flights and boat services 
from Guangzhou, and direct flights from Hong Kong, Beijing, 
Shanghai and other mainland provincial capitals. In addition, 
the land-and-water coordinated transport service makes hourly 
trips throughout the day- Hundreds of thousands of mainland 
Chinese, most of them young people, are rushing to the island 
to seek their fortune in this "free zone". Modern streets and 
high-rise buildings housing hotels, companies, and banks have 
sprung up in the major cities of the island. Motor vehicles 
run between the various cities, towns and villages. Domestic 
and foreign trade is increasing rapidly. New immigrants from 
mainland China, outside business people and visitors, and 
overseas tourists are pouring in and exploring every corner 
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of the island. With all of this comes the influence of 
outside modern civilization. Ideology, economy, life style 
and culture. It is all happening rather suddenly, without any 
process of gradual evolution. (Details on the situation 
described above can be read in some of my publications and in 
journalists' reports, e.g. Yang Mu 1988 and Jack Chang 1988). 
It is foreseeable that this tendency will continue and 
strengthen, and will affect the local musical culture 
significantly- In fact, as is discussed in following 
chapters, the initial effects are already observable. 
2.5.4 Dialects 
Because the Han people of Hainan immigrated from 
different parts of mainland China, the Island is a polyglot 
society with a fairly complex distribution of dialects. Even 
a small area may exhibit a confusing mixture of dialects. The 
major dialects of the Han people on the island are as 
outlined below. 
1. Hainan Dialect 
This is one of the "local dialects" of Hainan Island, 
that is to say, it exists only on this island. According to 
the linguistic classification of Chinese dialects, it belongs 
to the Minnan Dialect family (Yu Guoyang 1985:10). The Minnan 
Dialect is a major dialect of Fujian province in south China. 
Hainan Dialect is spoken in the eastern and western coastal 
areas of the island, e.g. in Haikou, Qiongshan, Wenchang, 
Ding'an, Qionghai, Wanning, Sanya and Dongfang. It is the 
most popular dialect on the island. Even in other areas where 
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other dialects are spoken, most people, Including many Li and 
Miao people, can also understand and speak Hainan Dialect. 
2. Danzhou Dialect 
This is also one of the "local dialects of Hainan . 
Island. It belongs to the Yue Dialect (i.e. Cantonese) family 
(Yu Guoyang 1985:10). It was brought by the early Immigrants 
from Gaozhou and Wuzhou (near the border of Guangdong and 
Guangxi provinces) (Wang Guoxian 1936:V.2, Section 15 of 
Diyuzhi [Geographical Records], Entry Xisu [Custom]) Danzhou 
Dialect is used in most parts of Danxian county and the north 
coastal area of Changjiang, the county next to Danxian. 
3. Jun Dialect 
The word Jun means "army". The Jun dialect is also 
called guanhua meaning "official language" i.e. Mandarin. 
According to Chinese dialectological classification the Jun 
dialect belongs to the Southwest Guanhua branch of the North 
Guanhua family. The Southwest Guanhua was probably brought 
from the north to the southwest of China by the Han armies 
and their families in the Ming dynasty and then developed 
locally. Following the southwest armies' settlement of Hainan 
this dialect was brought to the island and became the 
official language there, called the Jun dialect—the "army 
dialect" (Li Xinkui 1962, Zhou Zhenhe and You Rujie 1986:34, 
and Wang Guoxian 1936:V.2, Section 15 of Diyuzhi 
[Geographical Records], Entry Xisu [Customs]). Today on 
Hainan the Jun dialect is no longer the official language; it 
is spoken only in a few villages and small towns scattered in 
the northwestern and the southern coastal areas of the 
Island, mainly in Danxian county Outside the towns and 
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villages other dialects are spoken. These few Jun dialect 
areas are like isolated small islands In a sea of other 
dialects, a situation which Chinese dialectologists commonly 
call the dialect Island phenomenon". The Jun dialect islands 
on Hainan are actually the places in which the ancient 
mainland Chinese armies were stationed (Wang Guoxian 
1936:V.2, Section 15 of Diyuzhi [Geographical records]. Entry 
Xisu [Customs]). The present residents of these places still 
declare that they are descendants of those armies. 
4. Guangdong Dialect (Cantonese) 
This dialect is also called Ba7 Dialect. In Hainan 
Island it is mainly spoken by the boat-dwellers whose 
ancestors immigrated from Guangdong Province (Canton). 
5. Kejia Dialect 
This is a dialect which spread to various areas of south 
China. On Hainan it also spread to some areas of Han 
settlement, being spoken by descendants of immigrants from 
the Kejia dialect areas of the mainland. The term kejia, 
better known in the West as hakka, means "guests". The common 
opinion of Chinese scholars regarding the history of the 
Kejia people dialect is as follows (CBW 1979: Entry Kejia): 
. . . during the Yongjia reign of the Xijin dynasty 
(early fourth century), parts of the Han population 
of the Yellow River valley moved toward the south 
and crossed the Yangtze River to escape from war. 
Later, at the end of the Tang dynasty (late ninth 
century) and the end of the Nansong dynasty (late 
thirteenth century), more of them moved to southern 
China, e.g. into Jiangxi, Fujian provinces and the 
east and north of Guangdong province. These 
Immigrants were called kejia to distinguish them 
from the original inhabitants of those areas [most 
of whom were also Han people]. Gradually the 
immigrants adopted the name [Kejia] to refer to 
themselves. Most of the Kejia people now live in 
Meixian, Xingning, Dapu, Wuhua and Huiyang counties 
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of eastern Guangdong. Others live in areas of 
Guangxi, Sichuan, Hunan, and Taiwan provinces, on 
Hainan Island, and in Southeast Asia. . . [Their] 
dialect, which retains more phonemes of the ancient 
Han language than other Han dialects. Is called 
'Kejia Dialect' 
2.S.5 Religion 
Although on the mainland Buddhism is the most popular 
religion of the Han people, this is not the case on Hainan. 
There the most common religion of the Han people is Taoism, 
which plays an important role in the Island's social life. In 
addition to normal Taoist believers, there were also—until 
the Cultural Revolution—professional Taoist priests. The 
Taoist priests are considered to have gained special skills 
for holding religious ceremonies and practising magic. Many 
Taoist activities are accompanied by music, and one of the 
important skills which an expert Taoist should master is the 
ability to sing many songs regarded as having mystical power. 
Many folk activities are also connected with Taoism. These 
Include folk festivals, funerals, memorial services for dead 
relatives, treating disease, exorcising evil spirits, etc. 
Some Taoist activities have even become part of regular folk 
activities promoted by the local people, but these do not 
necessarily require the attendance of professional Taoists. 
Such activities may be pursued on grand occasions when 
thousands of people gather from surrounding areas. 
Apart from Taoism and Buddhism, the only other religion 
followed by substantial numbers of Han people on the Island 
is Christianity. However, its Influence on the cultural 
development of Hainan is not significant. 
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2.6 The Miao People and Others 
2.6.1 The Miao People 
The ancestors of the Miao people of Hainan were Miao 
soldiers and their families sent from Guangxi province in the 
sixteenth century (GMMWWCBW 1981:445). Because of the racial 
discrimination practised throughout Chinese history, the Miao 
people on Hainan have been forced to settle in the mountain 
areas of the Island and retain a very low living standard 
(Figures 7 and 8). With a population of about thirty 
thousand, which is only about 0.5 per cent of the total 
population of Hainan, the Miao villages are scattered among 
the Han and Li areas in fourteen counties (Yu Guoyan 1985:8-
9). 
In mainland China the Miao people comprise one of the 
larger minority peoples, with a population of about four 
million, mainly inhabiting the southwest of the country 
Generally speaking, Hainan's Miao people have retained the 
tradition, culture and customs of the mainland Miao. However, 
being isolated from their own people for several hundred 
years and surrounded by Han and Li peoples, the Hainan Miao 
have become differentiated to some extent from their mainland 
cousins. 
The language of the Hainan Miao people is Yao, a member 
of the Miao-Yao branch of the Sino-Tibetan family, whereas 
the language of most Miao people on the mainland is the Miao 
so 
Figure 7 Scene in a Miao village 
Figure 8 Scene in a Miao village 
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language of this branch (GMMWWCBW 1981:446). The source of 
this difference requires further research. 
The Hainan Miao mostly follow the Taoist religion, like 
the Han people on the Island, whereas the Miao people on the 
mainland are animists, worshiping various gods and spirits 
(GMMWWCBW 1981:449). Further, the marriage customs of the 
Hainan Miao show strong Han influence (Wang Xingrui 1948:46-
51), not present in the customs of the mainland Miao people 
(GMMWWCBW 1981:447-48). (More information about the mainland 
Miao people, and the Miao immigrants on Hainan, can be 
obtained from a number of Chinese publications, e.g. GMMWWCBW 
1981 and Wang Xingrui 1948.) 
2.6.2 Other Ethnic Groups 
Besides the Han, Li and Miao peoples, there are a small 
number of mainland Immigrants belonging to other ethnic 
groups, including the Zhuang people and the Muslim Hui 
people, are scattered about the island. The total population 
of these immigrants is only about 14,000 (HLMZGB 1986:6), and 
as they are musically, not a significantly large cultural 
group, they will not be discussed in this thesis. 
Another arguably distinct ethnic group is one numbering 
about 500,000 inhabiting Lingao, a county on the north coast 
of Hainan and neighbouring areas (see Map 3). These people 
speak the "Lingao language", which is not a dialect of the 
Han language but a variety of the Zhuang-Tai branch of the 
Dong-Tai language family (Liang Min 1981) The "Lingao 
language" is monosyllabic. It has no script, and throughout 
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their history the people of Lingao have adopted the Hanzi 
(Chinese characters) as their written language. The people of 
Lingao have certain customs distinct from those of the Han 
people, and claim not to belong to the Han people. For years 
they have negotiated with the Chinese government for 
recognition as one of the minority peoples of China—a claim 
supported by many Chinese scholars (e.g. Liang Min 1981). 
However, their ethnic identity has not yet been officially 
recognized; for this reason I shall not formally refer to 
them in this thesis as a minority people, though in my study 
I do in fact take account of them as an Individual ethnic 
group. 
53 
Chapter 3 Classification of the Folk Music of Hainan 
Chinese musicologists commonly classify Chinese 
traditional and folk music into four major categories 
(WWYYYY:1964, Jiang Mingdun:1982): (1) ming»—fo^k song; (2) 
xiqu—regional opera, e.g. Beijing Opera, mainly performed by 
professional theatrical troupes; (3) quyi (also called 
shuochang)—a sort of narrative music, sometimes mixed with 
speaking, which broadly includes story-singing, story-
telling, reciting, comic dialogue, etc., mainly performed by 
professional story-singers or story-tellers; and (4) qiyue— 
instrumental music. Each of these four categories is sub-
divided into a number of different types. For example, the 
xiqu (regional opera) category comprises the Jingju (Beijing 
Opera), Huju (Shanghai Opera), Yueju (Canton Opera), and 
other types. It should be noted, however, that the basic 
fourfold division is only a rough classification. There are 
no definite boundaries between the categories, nor is it 
possible to set such boundaries; also there is not yet full 
agreement about the defining criteria for the sub-division 
into "types" (Yang Mu 1984). Cases that fall between the four 
categories can always be found, and for certain types of 
Chinese music the fourfold classification seems not entirely 
appropriate. Nevertheless, this classification is, to date, 
the one that most satisfactorily covers most types of Chinese 
music, and is therefore the one most commonly adopted for the 
study of Chinese music. 
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The music of Hainan includes three of the four 
categories, namely the minge (folk song), xiqu (regional 
opera), and qiyue (instrumental music). The quyi (narrative 
music) is not represented among the folk of Hainan, though a 
few types of minge, such as the Huangliu Tuge and some of the 
Li story songs, do come close to possessing quyi 
characteristics. The xiqu of Hainan is the Qiongju (Hainan 
Opera), which, as mentioned earier, lies outside the scope of 
this thesis. 
In sub-classifying the minge category as it is 
represented on Hainan, I follow the local way of grouping and 
naming folk song types. This approach is also commonly 
followed by Chinese ethnomusicologists working in other areas 
of China. (For a discussion of song type classification and 
nomenclature, see Yang Mu 1984.) 
At the same time, Chinese ethnomusicologists commonly 
describe folk songs in terms of three styles, namely shange, 
xiaodiao and haozi. (Note that type igezhong) and style 
(ticai) are two different, but Intersecting, modes of 
classification.) Most Chinese academics accept this three-way 
stylistic division through common practice, though they have 
no clear and unanimously accepted defining criteria for it. 
On the basis of common practice, the three styles can be 
broadly defined as follows (WWYYYY:1964, Jiang Mingdun:1982): 
1 Shange: These are folk songs usually sung in the 
fields, which are relatively free in melody, rhythm and 
metre, and are sung in a relatively high tessitura. They are 
composed and sung in a rather impromptu manner. 
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2. Xiaodiao: These songs are usually more regular in 
rhythm, metre and form, and with more smoothly undulating 
melodic contour and elegant text. Compared with the shange, 
xiaodiao songs usually remain relatively unchanged during 
transmission and performance, and spread over wider areas. 
3. Haozi: These are working songs sung in order to unify 
the working rhythm (with which they are synchronized), and to 
minimize fatigue. 
This three-way stylistic division is not entirely 
adequate for the practice of all Chinese folk song types. 
When applied to the folk songs of Hainan It encounters the 
usual problem: some song types cannot be definitely assigned 
to one style rather than another, and some types do not 
strictly exhibit the features of any of the three styles. 
Nevertheless, as with Chinese folk songs in general, the folk 
song types of Hainan can in most cases be identified as 
belonging to one or another of these three styles. I 
therefore follow the common practice here, adopting this 
stylistic classification in describing the folk song types of 
Hainan. The few cases that do not clearly fit any one of the 
three styles will be classified as "other" styles, or 
described individually, as necessary. 
The types and styles of folk songs on Hainan are as set 
out in Tables 1 to 3. (In the tables the names of some song-
types whose distribution covers various different dialect 
areas are translated rather than transcribed, because of 
local variations in pronunciation.) 
Table 1 Han Song Types: 
5'fe 
Type Locality 
Sex of 
Singers 
Social Context 
& Function 
Danzhou 
and 
Erjuban 
Ediang 
Jundiao 
Huangliu 
Tuge 
Dao 
Kejia 
Shange 
Gaozhou 
Diao 
Zhuang 
cow-
grazing 
song 
child-
ren's 
song 
shange Danxian 
xiaodiao 
xiaodiao 
other 
shange 
xiaodiao 
Jun 
areas 
Huangliu 
shange 
xiaodiao 
Danxian 
Kejia 
dialect 
areas 
Bai 
dialect 
areas 
Danxian 
Han 
areas of 
Hainan 
both 
fema1e 
both 
male 
both 
both 
mainly 
male 
both 
sung for entertain-
ment in the village, 
or as love songs in 
the fields 
love songs sung in 
the fields or in the 
"youth house" 
sung for 
se1f-entertai nment 
sung for entertain-
ment in leisure time 
in the village or 
while at sea 
religious songs sung 
in Taoist rituals 
sung in the fields 
for entertainment or 
as love songs 
sung at home for 
entertainment or in 
the fields as love 
songs 
sung inside village 
for telling emotional 
stories 
sung by cowherds in 
the fields for 
self-entertainment 
sung by children for 
entertainment or 
recreation 
ri 
Type 
wedding 
congrat-
ulation 
song 
bride's 
weeping 
song 
mourning 
song 
Style 
•• 
It 
Loca1i ty 
•• 
•• 
•• 
Sex of 
Singers 
•I 
female 
both 
Social Context 
& Function 
sung at weddings for 
congratulations 
customarily sung by a 
bride before leaving 
her parents' home 
sung at home to 
express sadness 
It should be noted that in the Han areas of Hainan, the 
most important folk song types are concentrated in Danxian 
County. Danxian is one of the two earliest Han residential 
areas on the island (the other being Sanya in south Hainan). 
It is in many respects representative of the history and 
culture of the Han people of Hainan. This county had 417,750 
Inhabitants in 1979 (Danxian County Government, 1979 Census) 
At least eight different dialects are spoken there. More than 
three-fourths of the inhabitants speak Danzhou dialect, which 
is widespread throughout the county. A small number, living 
in Zhonghe, Wangwu, Changpo and Nada villages, speak Jun 
dialect. These villages are small "Jun dialect islands", 
being surrounded by speakers of other dialects. (For details 
of the distribution of the dialects in Danxian, see Map 4.) 
The distribution of the folk songs in Danxian corresponds 
with the distribution of the dialects. (In China such 
distributional correspondence between dialects and the folk 
songs sung in those dialects is a common phenomenon.) 
Table 2 Li Song Types 
SB 
Type 
slashing 
song 
ploughing 
song 
husking 
song 
love 
song 
song 
of the 
twelve 
months 
song for 
express-
ing 
moods 
story 
song 
shaman's 
song 
Style 
shange 
(1 
haoz i 
some 
shange; 
some 
xiaodiao 
xiaodiao 
i> 
•1 
other 
Locality 
Li areas 
•I 
11 
II 
»l: 
II 
II 
. 
Sex of 
Singers 
male 
both 
mainly 
female 
both 
•• 
II 
M 
male 
Social Context 
& Function 
working songs sung 
while slashing in 
the mountains 
working songs sung 
when ploughing the 
wet-rice fields 
with buffalo 
working song sung 
while husking rice 
sung in the fields or 
in young people's 
blongui; or at 
weddings 
sung at hcsme for 
entertainment 
sung at home or 
elsewhere to 
express happiness, 
sadness, boredom, 
etc. 
sung at home or 
elsewhere to 
tell stories 
religious songs sung 
by shamans in rituals 
5H 
Type 
cradle 
song 
wedding 
song 
song 
for 
enter-
taining 
guests 
Style 
xiaodiao 
II 
•1 
Locality 
•I 
•1 
II 
Sex of 
Singers 
mainly 
female 
both 
•1 
Social Context 
& Function 
sung to lull babies 
to sleep 
sung at weddings for 
congratulations 
sung at banquets to 
entertain guests 
Table 3 Song Types in Lingao County 
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Type Style Locality 
Sex of 
Singers 
Social Context 
& Function 
lilimei 
noimali 
alo'a 
langtan 
shange coastal 
areas 
both 
inland 
areas 
yaolai xiaodiao 
nabong 
boima7 7 
longmo 1 i 
tune of 
chasing 
f ish 
tune for 
response 
singing^ 
haoz i 
inland 
areas 
coasts1 
areas 
both 
male 
love songs sung on 
the beach 
love songs sung in 
the fields 
love songs sung 
outside the village 
fishing songs sung 
while working at sea 
love songs and others 
sung in the fields 
* I did not ascertain the local pronunciation of the 
names of the last two types, so present them here in 
translation. 
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The instruments and instrumental music of Hainan include 
two Han traditional style ensembles, namely the Bayin and 
Paizigu, and some Li instruments. The Bayin is popular 
throughout the island while the Paizigu is popular only in 
Danxian. Except for these two types of ensemble music, 
instruments and instrumental music are insignificant among 
the Han folk on Hainan. The Li people, however, have several 
types of instruments that are distinctively their own. These 
include three single-reed aerophones called lilie, bi and 
bida, a double-reed aerophone called vai, a vertical flute or 
zo, a nose-flute or tuenka, a Jew's harp or gai, an idiophone 
called langgong, and several types of drums and gongs. No 
chordophones proper to the Li people have been observed. 
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Chapter 4 Danzhou Shange 
The Danzhou Shange is one of the two most popular groups 
of folk songs in Danxian sung in Danzhou dialect (the other 
is Ediang, see Chapter 5). Danzhou shange means "mountain 
song of Danzhou . However, it is not only sung in the 
mountains but can be sung by any person at any place and 
time. 
4.1 Song-text of Danzhou Shange and its Composition 
The subject matter of Danzhou Shange ranges widely over 
such topics as legends, stories, proverbs, agriculture, love, 
argument, admonition and advice. Nearly every aspect of 
social life is touched on. There are innumerable texts. 
During my investigation on the island I visited a local 
cultural worker, Zheng Zhaohui who had collected the texts 
(without the music) of Danzhou Shange for many years. He 
declared that his collection contained nearly five thousand 
different pieces. 
The local people divide Danzhou Shange into traditional 
songs and modern songs. Traditional songs are those which 
have been handed down from their ancestors, and also songs 
composed in the early decades of this century. Many of the 
traditional Danzhou Shange songs are long. Most of the 
stories contained in their texts are identical with 
traditional stories widespread in the Han areas of mainland 
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China, e.g. Kongque Dongnan Fei (The Peacocks Fly 
Separately), Liang Shanbo yu Zhu Yingtai (Liang Shanbo and 
Zhu Yingtai), Luo Cheng Ge (The Legend of Luo Cheng) and 
Sanguo Ge (The Legend of the Three Kingdoms); others are 
local stories, e.g. Zhang Ji Qingge (Zhang Ji's Love Songs) 
and Chen Sheng yu Oi Duichang Ge (Dialogue of Chen Sheng and 
his Wife) 
The texts of traditional Danzhou Shange are preserved in 
two ways: 
1. Oral instruction. The singing of Danzhou Shange is a 
very common activity and entertainment. It is a part of 
everyday life in Danzhou dialect areas. There is no formal 
"teaching" or "learning" of the songs among the local people, 
no one believing that to be necessary. Gradually, from 
childhood, the local people have learnt many of the folk 
songs by constantly hearing them in everyday life. In this 
way the traditional songs have been handed down from one 
generation to another. 
2. Recording in songbooks. The number of traditional 
songs is great; to remember all the texts would not be 
possible. Many people keep songbooks in which the texts of 
traditional songs are recorded in written form. (However, the 
music of the songs is only transmitted orally). Some of the 
songbooks have been kept for several generations; others are 
modern copies. Young people like to keep and copy the texts 
of love songs, while middle-aged and old people like to keep 
the texts of other subjects as well. The songbooks are used 
only for recording traditional songs, modern songs being 
passed on by oral tradition. This is a direct result of the 
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fact that most of the modern songs are short and can be 
easily remembered. Furthermore, in keeping with the idea 
still strongly held by most Chinese people, traditional 
things are always valued most highly. The local people 
therefore regard traditional songs as worth recording and 
preserving as a part of their cultural and spiritual 
heritage. 
Modern Danzhou Shange are normally composed and sung 
Impromptu. However, some local Intellectuals enjoy composing 
their verses thoughtfully and elegantly. This is also one of 
the local traditions. Only songs that are appreciated by a 
majority of the people can spread widely and endure. Many of 
these are love songs transmitted mainly by young people. 
The texts of Danzhou Shange can be analysed in terms of 
three aspects: the form, the rhyme scheme and tonal pattern, 
and the wording of the text. 
1 Form 
The most common and basic form of the verse of Danzhou 
Shange is a four-line verse, each line containing seven Hanzi 
(Chinese characters), with a specific metre, tonal pattern 
and rhyme scheme. The following is a sample of the basic 
form: (In the sample, musical notes and bars are used to show 
the metre of each line.) 
Ex. 4-1: (See Transcription Item 2.) 
c J j I J J 1 I ; I J ^ ) 
^ i ^<^A ^ ft ^ > 
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(Translation of the verse: 
I miss you when the sun sets in America; 
I miss you when the moon and its bay tree appear 
My love for my wife is just like tasteless water; 
My 1ove for you is 11ke sweet honey.) 
There are some other variant forms, which have developed 
from the basic form. The difference between a basic form and 
a developed form is that the latter may contain two 
additional lines, and/or some lines of the verse may consist 
of fewer or more than seven characters. In any form, the 
number of characters in each line follows a rule, namely that 
there must be an odd number of characters. Occasionally a 
six-character line may be found, but in such cases the six 
characters always appear in two triplets separated by a 
caesura so that the effect is metrically the same as a seven-
character line. Thus such cases still conform to the rule. 
Ex. 4-2 is an example of a developed form. 
Ex. 4-2 (Transcription Item 3) 
c.\ J 1 ^ ' J 1 J J I M ) 
(Meaning of the verse: 
In the first dating you deceived me, I waited all the 
night but you did not come.) 
^ 
% /R 
± 
t 
'I 
-^  
^ 
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The text of a short Danzhou Shange may contain only four 
or six lines. Longer songs are normally multiples of the 
basic form, i.e. they comprise eight, twelve, sixteen, etc. 
lines. No example of a verse with an odd number of lines has 
been observed, and the local people consider that such a 
verse could not be sung with a Danzhou Shange tune. 
2. Rhyme scheme and tonal pattern 
The rhyme scheme and the arrangement of the tonal 
patterns of Danzhou Shange verse are rather strict. Certain 
rules should be followed when composing, which are actually 
adopted from those of Chinese classical poetic composition. 
Chinese (Mandarin and the dialects) is a tonal language, 
different pitches (tones) express different meanings. In 
Chinese poetry the arrangement of different tonal patterns is 
based on principles of harmony and symmetry in pronunciation. 
The reader can learn about the rules and styles (with respect 
to tonal pattern, rhyme scheme, etc.)^ from any publication 
discussing the rules and forms of Chinese classical poetic 
composition. In a four-line verse of the Danzhou Shange, the 
first, second and fourth lines must rhyme with one another, 
while in a longer verse at least the even lines must rhyme. 
For example, in the Danzhou dialect the verse of the 
Transcription Item 7 (see volume II) is read like this: 
Ya ngun san , nguai ngun zui, 
Sui na qian lei nong lai dui, 
Xi lao nong sua se a da, 
Gai mi de hong nong hong sui. 
^ Many Chinese publications deal with this subject. For 
a concise survey in English, one may recommend: Jeunes J. Y. 
Liu, The Art of Chinese Poetry (Chicago: University of 
Chicago Press, 1962). 
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As mentioned above (Section 1.3 of Chapter 1), intensive 
and more specific study of this aspect of Danzhou Shange and 
its relationship with the music is left to future research. 
The above brief description is offered as part of the survey 
of the song-text to provide an overall understanding of this 
song type. 
3. Wording 
Traditional Danzhou Shange texts are written in two 
different styles: 
(1) The exquisite literary style. In this style, many 
words are ones more usually found in classical Chinese than 
in the conversation of working people. (A similar situation 
exists with respect to the texts of traditional Ediang. See 
Section 5.2.2, Ex.5-11.) 
(2) The mixed literary-colloquial style. 
Among the traditional Danzhou Shange few examples of 
texts composed totally in colloquial language can be found. 
In modern Danzhou Shange, some (such as the above Ex. 4-1) 
are in colloquial style, but most are in a style which mixes 
colloquial with literary. 
The requirement of keeping to certain tonal patterns and 
a fixed rhyme scheme makes the composition of the verse of 
Danzhou Shange rather difficult. In keeping with local 
tradition some intellectuals like to participate in the 
composition of Danzhou Shange, even though they may not be 
good singers. On the other hand, a good singer may not be a 
good composer. He may have a large repertoire, singing from 
memory but not composing himself. In the long history of the 
development of Danzhou Shange (see Section 4.5), the literary 
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style verse composed by intellectuals spread so widely that 
even illiterates are familiar with the style and can imitate 
it. In the song-texts of modern Danzhou Shange, there are 
plenty of verses which are obviously imitations or 
derivatives of traditional verses. The local people are not 
explicitly taught how to compose. They learn to do it 
unconsciously in everyday life. In recent years, however, 
colloquial style in Danzhou Shange has become more and more 
common, especially when people are composing and singing 
Impromptu. Today young people tend to compose their verses 
more colloquially in any situation, while many elders still 
prefer to compose in the traditional way. The colloquial 
nature of the verse has also caused simplification of the 
arrangement of the tonal patterns. The local singers and 
composers told me that, unlike older generations, they no 
longer consider it essential to take account of tonal pattern 
in their compositions, though form and rhyme scheme are still 
observed. 
4.2 Performance Aspects and Audience Response 
The singing of Danzhou Shange is not limited to 
particular occasions. Anybody can sing the songs at any time, 
at any place and in any situation. However, middle-aged and 
old people sing Danzhou Shange more than young people, and 
the songs are mostly sung in two situations: (1) in the 
village or town, and (2) in the fields. These two situations 
are as follows. 
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1 Singing in the village or town. In their leisure 
time, normally after dinner, neighbours gather and sit in 
front of a house to enjoy the songs sung by one or more 
singers. The audience may be small or large—from a few 
people to hundreds, sometimes Including all the inhabitants 
of a village or small town. There are no professional 
singers, but usually the soloist must be well known in the 
district, and is normally middle-aged or old. The singer is a 
volunteer, or is invited by the host of the house or by some 
of the audience. The singer sings without payment, just to 
please himself and the audience. In such a situation, "sugar 
tea"2 and sometimes also some light refreshments are provided 
for those who sing. The host and audience are always happy to 
pay for this. Such performances are one of the most popular 
local traditional forms of entertainment.* This type of 
performance can continue until midnight or even last all 
night—sometimes even several nights. 
Village or town singing can take the following three 
forms: 
(1) Solo singing. Only one singer performs for the 
audience. The songs are usually traditional, and the singer 
is usually well known in the area. He has a large repertoire 
of traditional songs and sings from memory-
(2) Two singers sing antiphonally. The songs can be 
traditional, modern or impromptu compositions. The 
2 Elsewhere Han people normally drink tea without sugar 
or milk. However, in Danxian they like their tea with sugar, 
especially when entertaining guests. They call this "sugar 
tea". 
' In most of the Chinese countryside, especially in 
remote areas, modern entertainment such as movies, TV and 
theatre, are rare. This was the situation on Hainan Island 
until 1984. 
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performance is like a competition of extempore composing and 
singing. On such occasions there are always some members of 
the audience who are glad to help the singers. These helpers 
give the singers ideas, suggest songs or subjects to them, 
think out or compose verses, and may even join in the 
singing. Such performances can stimulate a high level of 
audience Interest and excitement. 
(3) Customarily, when there is a great event in a local 
family, such as a wedding, a memorial service, or the 
completion of a new house, the head of the family likes to 
invite a good singer to perform Danzhou Shange in front of 
his house for his guests and neighbours. The family event is 
made lively and important by the large gathering of people, 
and the host may pay the singers. The songs sung are normally 
traditional ones, and are not necessarily exactly in keeping 
with the event being celebrated. 
In all the village and town situations mentioned above, 
the songs are sung in a mild tone. The singing is neither 
loud nor quick. It resembles the narrating of stories in a 
leisurely style. Sometimes, especially when more than one 
singer is involved, the performance can become exciting and 
the singers may raise their voices slightly, but they never 
sing as loudly as when singing in the fields (see section 
following). What the members of the audience notice and 
appreciate is not the quality of tone or the physical 
technique of the singing, but the taste and lingering charm 
of the singing and the texts of the songs, many of which are 
traditional stories. If a singer is regarded as a good one 
(rather than one who merely has a good voice), this is 
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because he knows many more traditional Danzhou Shange than 
most people, is a good and nimble impromptu composer of 
Danzhou Shange, and has the ability to sing them 
attractively. It follows, then, that even a person who has a 
rough voice could become a respected Danzhou Shange singer 
Certainly, having a beautiful voice is an asset, but it is 
not essential. 
2. Singing in the fields. 
At any time, but particularly during slack periods, or 
during a break in farm work, Danzhou Shange are sung in the 
fields, for the enjoyment of the singers or to reduce the 
fatigue of work. Most of the songs sung in the fields are 
modern or composed impromptu. Certainly these songs are not 
noted down in any song-books. In such field singing, both 
solo and antiphonal style are common. The singing is normally 
different from that practised in the villages or towns. The 
songs are sung loudly in a high, drawn-out tone, and the 
melodies are often relatively florid. To be a good singer, it 
is necessary to have a sonorous, clear and melodious voice 
which can be heard far away in the fields. However, when the 
average person sings, it does not really matter whether his 
voice is good or not, because everyone sings only to enjoy 
himself, not In order to become a good singer. There are, of 
course, some singers who come to be well regarded and famous 
In their districts, but such fame comes naturally, without 
being sought. Nobody learns songs and sings them with the 
Intention of becoming famous. 
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In coastal areas, fishermen going out to sea often take 
their song books with them. During their leisure time they 
sing to enjoy themselves, just as is done in the villages. 
Old people generally prefer to sing Danzhou Shange 
softly in the village or town, while young people prefer to 
sing loudly in the fields. These two different tendencies 
also prevail sunong the good singers. During my 1981 field 
work on Hainan, I visited two feunous Danzhou Shange singers 
in Danxian. One of them, Wu Zantang, then a fifty-six year 
old fisherman of Xingying town in Danxian, knows many 
traditional Danzhou Shange and can recite them well His 
voles is not sonorous but soft and mellifluous. His singing 
has a specially pleasing quality about it, and the audience 
is always moved by it, especially when he sings traditional 
love story songs. Although most of the local people know the 
story well, they never tire of listening to the songs again 
and again; they are attracted and moved every time by the 
same story- Wu Zantang is often invited to sing Danzhou 
Shange in different villages or towns. When fishing at sea he 
sings for his fellow fishermen in his leisure time. However, 
he seldom sings in the fields, and never sings loudly The 
other famous singer I visited is Wan Daijin, a peasant of 
Fucun village (Figure 9). He is in his early thirties and has 
a sonorous, clear voice. He knows many Danzhou Shange that 
are newly composed and growing in popularity, and he is good 
at composing Danzhou Shange himself. Although he also knows 
many traditional songs and can sing in the soft style, he 
prefers to sing loudly in the fields. 
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Examples of these different styles of singing can be 
heard on the tape recordings in Volume II. Items 1, 2, 3 and 
4 are sung inside the home; Items 5, 6, and 7 are sung in the 
fields. 
4.3 Music of Danzhou Shange 
As mentioned earlier, the methods adopted here for 
musical analysis are those commonly used by Chinese 
ethnomusicologists in analysing Chinese music. Approached in 
this way, the music of Danzhou Shange can be analysed from 
the following aspects: form, scale and mode, contour of 
melody, and rhythm. As will be seen, the musical style of 
Danzhou Shange is the shange (see Chapter 3): its rhythm and 
metre are rather free; although based on just one basic tune 
(see Section 4.3.1), each Danzhou Shange song melody varies 
more or less. (In this It contrasts with the melody of a 
xiaodiao style song, which is much more fixed, being sung 
almost unchanged by each singer.) 
4.3.1 Form 
At this point it is necessary to introduce briefly the 
methods which Chinese scholars use for analysis of the forms 
of Chinese folk songs. 
Western musicologists normally divide a piece of music 
Into motives, phrases and periods. The term "sentence" is 
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seldom used. However, in China the following terms are used 
to refer to the components of the Chinese folk song: 
"motive , "musical phrase", "musical sentence", and 'musical 
paragraph", or "period". These terms have actually been 
adopted from the Western ones, but have been slightly 
redefined to make them more appropriate for Chinese songs. 
This redefined terminology is better and clearer for showing 
the structural correspondence between the tune and text of 
the Chinese folk song because, for example, in most cases the 
"musical sentence" of the tune corresponds to the grammatical 
sentence of the song-text (Jiang Mingdun 1982:401, Li Xi'an 
and Jun Chi 1985:8) 
When the music is examined in detail, it is seen that 
the tune of every Danzhou Shange is different. Even two 
performances of the same song by different singers are likely 
to reveal differences in the tune; indeed even one singer 
singing the same tune at different times may be found to 
introduce slight variatious in the melody In spite of this, 
the local people state that there is actually only one basic 
tune for Danzhou Shange. When they compose, they first 
compose a verse, and then fit it to this tune and sing it. 
The local people state that there are certain rules to be 
followed in fitting verses to the tune. If a song does not 
follow these rules, they consider that it "is not a Danzhou 
Shange" or "does not sound right". After making myself 
familiar with many Danzhou Shange songs, and analysing them, 
I came to realize just what the local people mean by this. 
Expressed in Western terms, what they mean is that all these 
different tunes are actually variant realisations of the one 
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underlying structure. (No-one is able to point out a specific 
existing Danzhou Shange tune as the "original" one.) The 
underlying structure comprises an introduction and two 
musical sentences, each of which has two musical phrases, set 
to a text consisting of a four-line verse. The melodic 
skeleton, the analysis of its form, and the structural 
correspondence between the music and verse are shown in Ex. 
4-3. 
For convenience I shall refer to Ex. 4-3 as the proto-
tune of Danzhou Shange" In the proto form, the last 
characters of the first, second and fourth lines of the verse 
are always fixed in certain positions of the melody as marked 
by Co and C? above. Keeping basic principles but developing 
in different ways, every Danzhou Shange tune may be 
differentiated from others in details. If a text is longer 
than four lines, the proto-tune extends accordingly, e.g. the 
second musical sentence or the whole tune is repeated (or 
repeated with slight changes) to fit the verse. Exeunples can 
be observed in Transcription Items 1 to 7-* If one listens 
to the recordings of these seven pieces while following their 
transcriptions, and compares them with the proto-tune (Ex.4-
3), one can without difficulty discern that they are, in 
fact, seven variants following the same structure. Admittedly 
they may deviate rather far from one another. For example, in 
Item 1 the introduction consists of just one very short note, 
while in the other six items the introduction contains four 
to eight notes. Also, in Item 5. although the four musical 
phrases are rather clearly separated by the first, second. 
• Concerning the key signatures of the transcriptions in 
Volume II, see the explanation in Section 5.3.1 of Chapter 5. 
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and fifth rests (see the transcription), the third phrase is 
quite extended, containing two rests (i.e. the third and 
fourth rests shown in the transcription). 
4.3.2 Scale and Mode 
The main modes of Chinese music and the scale of each 
mode, together with the names of the notes in those scales, 
are as shown in Ex.4-4. 
It should be noted that some of thess scales happen to 
have the same appearance as Western scales. For example, the 
gong scale looks the same as the Western C major scale, and 
the yu scale looks almost the same as the Western a minor 
scale. They also look like the scales of Western Medieval 
modes. However, although identical in appearance, they are 
different in origin and characteristics. The Chinese scales 
belong within the Chinese modal system, where they have 
originated and developed from the practice of Chinese 
temperamentology; the European scales derive from the 
European tonal concept or from the practice of Medieval 
European Church music. (Liao Tianrui 1983, Zhao Songguang 
1965. Dong Weisong 1987, Dahlhaus 1980.) The notes gong, 
shang, Jiao, zhi and yu are called zhengyin or 
"proper/regular notes", while the notes qingjiao and biangong 
are called pianyin, "skewed/crooked notes". Modern scholars 
also call the former "pentatonic notes" and the latter "non-
pentatonic notes". (Liao Tianrui 1983:133; ZYYYY 1984:603.) 
The first note of each scale shown in Ex.4-4 is referred to 
as the zhuyin of that scale; to render zhuyin 1 adopt the 
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term "tonal centre".' The tonal centre and its upper and 
lower fifth are together called the diaoshiyin, meaning 
"modal notes". (If the lower fifth happens to be a non-
pentatonic note in the scale, its role as modal note will be 
taken over by one of the other pentatonic notes, usually the 
second of the scale.) Modal notes play a fundeunental role in 
structuring the mode of a tune. (Zhao Songguang 1965; Jiang 
Mingdun 1982:348-63.) 
In Ex.4-4, pentatonic notes are shown in white, non-
pentatonic notes in black. The zhuyin (tonal centre) is 
marked with "z" above it; the diaoshiyin (modal note) is 
marked with "d" below it. 
The mode of a tune can be identified by analysing the 
structure of that tune, evaluating the significance of each 
note in that structure, and establishing which scale is used. 
Essential to this procedure is the identification of the 
tonal centre and the modal notes. This includes identifying 
the frequency and duration of every note in the tune, the 
importance of each note's position in the melodic structure, 
the final note of each musical sentence and of the whole 
tune, etc. Usually the notes that appear the most significant 
are the modal notes, and in most cases the ending note of the 
whole tune is the tonal centre.• 
' It could be rendered "tonic". However, that would have 
the disadvantage of suggesting a Western tonal nature, which 
would be misleading in the present context. I therefore 
prefer to render zhuyin as "tonal centre". 
* Some modern Chinese musicologists identify the mode of 
a Chinese tune mainly according to the "harmonic 
implications" of the melody (e.g. Li Yinghai 1962). This 
method was adopted in imitation of the Western classical 
theory of harmony. Although these Chinese musicologists use 
terminology drawn from Chinese traditional theory of music, 
they merely wrap Chinese words around the principle of the 
Western classical theory of harmony. I do not agree with 
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Following this procedure, in the case of Ex.4-3, one 
discovers that the notes C, G and D play the role of "modal 
note" in this tune, and that the note C is the tonal centre. 
On comparing the tune of Ex.4-3 with the scales shown in 
Ex.4-4, one finds that these three notes are precisely the 
modal notes of the gong scale in C (i.e. the scale with C as 
tonal centre), and the tune (of Ex.4-3) is based on the C 
gong pentatonic scale. (On the principle mentioned earlier, 
because the fourth note of the gong scale is a non-pentatonic 
note, the modal notes of this scale are the first, second and 
fifth, not the first, fourth, and fifth.) Therefore, the 
scale and mode of the proto-tune of Danzhou Shange is gong, 
in the case of Ex.4-3, C gong (i.e. a gong mode tune whose 
tonal centre is C). 
It may be asked why the mode of Ex.4-3 is not in the 
mode C zhi—because the scale of Ex.4-3 also appears the same 
as an Incomplete diatonic scale (i.e. lacking the fourth and 
seventh) with the tonal centre C. However, that 
interpretation cannot be sustained, because for a zhi scale 
the modal notes must be the first, fourth and fifth of the 
scale (the fourth note Jj a pentatonic note in a zhi scale); 
i.e. in the case of Ex.4-3, if the tune were in C zhi mode, 
the modal notes would have to be C, F and G. These three 
would, then, supposedly be essential to the tune; but in fact 
the note F does not even appear in the tune. 
Many Danzhou Shange tunes are pentatonic; others are 
diatonic. In the diatonic tunes of Danzhou Shange, the non-
analysing the modes of Chinese music in this way because it 
Is clear that harmony has never been a major element in 
Chinese traditional and folk music. 
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pentatonic notes normally appear as auxiliary notes or 
passing notes; the skeleton of these tunes (see Ex.4-3) 
appears pentatonic. 
In almost all the Danzhou Shange tunes that I have heard 
sung by various singers or have read in the transcriptions 
made by local cultural workers, the relative pitch levels of 
all the notes, and the size of the intervals, are constant. 
(For sxamples, see Transcription Items 5-7.) The only 
exceptions occur in some of the songs sung by a singer in 
Xinying, Mr. Wu Zantang, which I recorded (see Transcription 
Items 1-4): the tunes of those songs contain some notes with 
irregular pitch level as shown by the straight vertical 
arrows in Transcription Items 1-4. (Curved arrows indicate 
glissandos.) One could argue, therefore, that this perhaps 
implies a different modal system, and on this basis query 
whether the modal concept that I have adopted (as part of the 
Chinese methodology for analysing Chinese music) is really 
applicable to the Danzhou Shange. 
In response to such a query, it should be noted that 
this phenomenon does not represent a general characteristic 
of the music of Danzhou Shange. I have found It only in this 
one singer's practice; in all other singers' performance the 
notes are regular in pitch, as in regular scales. Also, close 
examination of this singer's (Wu Zantang's) singing reveals 
the following facts: (1) These Irregular notes are pitched 
only slightly lower or higher than the notes of a regular 
scale; they do not yield full semitones, as In a chromatic 
scale. (2) Even within the same tune these notes depart from 
the regular pitch levels by varying amounts, and in fact are 
m 
often sounded at the regular pitch Itself. (3) The irregular 
pitches never occur at any of the significant melodic 
positions that determine the mode of the tune, e.g. at the 
end of a musical sentence, at the end of the tune, or on a 
sustained note. They therefore function as ornaments in the 
melodic structure. (When appearing in a position significant 
to the mode identification of the tune, these notes are 
always at regular pitch.) 
Thus, the music of Danzhou Shange as a whole. Including 
that of the songs sung by Wu Zantang, accords with the modal 
system of Chinese Han music in general. 
This is characteristic of the music of most of the song 
types I have recorded on the Island. In all of the 
Transcription and Recording Items 8-100, I have found only a 
few notes (e.g. in Items 10 and 11) which are slightly lower 
or higher than usual. Overall, note pitch is conspicuously 
regular and constant. 
4.3.3 Contour of Melody 
The characteristics of melodic contour of Danzhou Shange 
can be summarized as follows. 
1. The tune always begins on the highest note of the 
melody and ends on the lowest note. The final note is the 
tonal centre of the mode. The general pitch tendency of the 
melody, both in each single phrase and in the whole tune, is 
also descending. This characteristic can be observed clearly 
in Ex.4-3 and in Transcription Items 1-7. 
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2. The progression of the melody is smooth; large 
intervals within phrases are rare. For example, in 
Transcription Items 1-7, the only large interval found within 
phrases is an occasional fourth. 
3. The typical cadence of the first musical sentence is: 
The typical cadence of the whole tune is: 
•^*r. 
-©-
7. 
However, in actual singing these two cadences very often 
appear in decorated form. For example, Ex.4-3 shows the above 
formulae; the third line of Transcription Item 1 shows a 
decorated form of the cadence of the first musical sentence, 
and the sixth line of the same item shows a decorated form of 
the cadence of the whole tune. 
4. Glissando, mordent, and acciaccatura are three types 
of gracs notes that appear frequently in the tunes of Danzhou 
Shange. Examples can be easily seen throughout Transcription 
Items 1 to 7 
The tune of Wuhu (a village in Danxian) is well known in 
Danxian areas. It is one of the varieties of the basic tune 
of Danzhou Shange but has developed further than most. The 
tune is most often sung in the fields. Its melody is 
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especially florid, and is always sung at a high pitch and in 
a long-drawn-out way Examples of the tune of Wuhu can be 
seen in the transcriptions (items 5 and 6) and heard in the 
recordings. The tune of Wuhu has another characteristic not 
observed In other Danzhou Shange tunes, as shown in Ex.4-5 
and 4-6. Ex.4-5 (Transcription Item 5) shows the first 
musical sentence of the Wuhu tune (i.e. the melody which fits 
the first two lines of the verse of the song-text), together 
with an analysis of its structure; while Ex.4-6 (a 
constructed model for the purpose of analysis) shows how the 
melody and text would be in a normal Danzhou Shange tune. 
The difference, then, is that the Wuhu tune has one more part 
to the melody: 
f MP- ^ 
14 r^'' 
c^) 
This part is a melodic extension developed from the prior 
phrase. It begins on the same note as the last note of the 
prior phrase, and continues with a long pause on the note a 
fourth higher (in some other cases, the main notes may be 
decorated by other short notes). To fit the melody the last 
character of the first line of the verse is repeated. This 
repeated character has no particular meaning in this 
situation, having become a meaningless vocable, used to help 
the extension of the melody. 
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4.3.4 Rhythm 
Thorough observation and study of different tunes of 
Danzhou Shange leads one to discern the following rhythmic 
characteristics. 
1. The rhythm of Danzhou Shange is rather free. Although 
the melody keeps the basic metre corresponding to that of the 
lyric verse, in most cases the time of the melody cannot be 
precisely transcribed in the usual Western notation, i.e. a 
notation with regular beats and measures. For this reason 
manuscript paper with vertical lines suggesting equal time 
durations has been used for the transcriptions (see items 1 
to 7 in Vol II). In the examples in this chapter, however, 
normal notation is used for convenience; consequently these 
examples show only roughly the relative values of the notes. 
2. The basic rhythmic pattern of the introduction of the 
Danzhou Shange is J) J, In the introductions of different 
tunes of Danzhou Shange, variants of the basic rhythmic 
pattarn can be observed, but the rhythmic styles of these 
variants do not deviate far from the basic one. Examples can 
be seen in the transcriptions of Danzhou Shange in Volume II: 
in Items 2-7 the basic rhythmic pattern is clearly seen in 
every case, in the first four or five notes. 
3. The cadence of the first musical sentence also has 
its own basic rhythmic pattern: , . . cJ) J ^ J 'I t^ ®®* 
e.g., the third line of Transcription Item 1.) 
A similar consistency is found in the melodies at this 
point, in that the tonal centre is repeated in almost all 
cases (see point 3 of Section 4.3.3 and Ex.4-3). During my 
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field work in Danxian, local singers told me that "The second 
line of the verse [i.e., the second phrase of the first 
musical sentence] must be ended in this way " They consider 
that this makes the melody sound better. After listening to 
many Danzhou Shange, I have come to agree with them, because 
here the melody and rhythm together do produce a special 
charm in the tune. Following this principle, however, some 
singers like to sing this cadence in a decorated way (both 
rhythmically and melodlcally). Sometimes the decoration may 
make the melody sound quite different. The cadence of the 
first musical sentence of Transcription Item 6 in Volume II 
is an example. (The cadence appears in the second half of the 
third line and the first half of the fourth line of the 
transcription.) 
4. The final note of a Danzhou Shange tune is always a 
long note. For examples see Transcription Items 1-7. 
5. The basic rhythm of the melody of Danzhou Shange 
coincides with the metre of its verse. The basic metre of the 
seven character verse is: 
.1 J 1 J J I J J I .1 ? I 
l^ c, c. q c^ cr C, C-, 
^0 
To coincide with the metre of the verse, the rhythm of the 
tune is also mainly regular. These are the main rhythmic 
patterns in the tunes of Danzhou Shange: 
J J; n .n ; ,m, eXc 
Syncopations such as 
/>J h .fJl 
do not constitute the main rhythmic patterns in Danzhou 
Shange melodies, but are usually found in the Introductory 
phrases. 
Sometimes the transcription of a Danzhou Shange may seem 
quite complex in rhythm, for example: 
Ex. 4-7 (segment from Transcription Item 7) 
< | 
A*/ m • > ^ m -f-5—• r—'—'' \ * f- -«-v 
I IJIJI-' r i j : ^ 
^ 
In such a case, however, the rhythmic outline is 
generally regular overall with only a small incidence of 
syncopation; also, the significance of the melodic decoration 
here is of greater importance than the rhythm itself. 
f l 
6. The tempo of the tune is never fast (for the range of 
tempi refer to Vol. II, Transcription Items 1 to 13). The 
songs are sung calmly and in a leisurely or long-drawn-out 
way. 
4.4 Erjuban—A Mutation of Danzhou Shange 
In the areas where the Danzhou Shange exists there are 
some songs of Danzhou Shange called Erjuban, a term meaning 
"half the two sentences". The local people explain that an 
Erjuban is also a Danzhou Shange but is really only half of a 
Danzhou Shange. The basic form of the song-text of the 
Danzhou Shange is the four-line verse, i.e. "four sentences"; 
the Erjuban, having a two-line verse, i.e. "two sentences", 
is therefore "half a Danzhou Shange". 
As a result of this, most Erjuban songs are short and 
set to two verse lines. Some longer texts can be found which 
include more lines of verse but they are often set 
strophically and the basis is still a two-line verse. Each 
line of the verse of the Erjuban comprises seven characters, 
and the metre of the verse is the same as in the Danzhou 
Shange. Since there are only two lines of verse in a single 
song-text of Erjuban, it is neither necessary nor possible to 
keep a regular and strict rhyme scheme and tonal pattern as 
in the verse of the Danzhou Shange. In fact, the conv)08lng of 
the verse of the Erjuban is much easier than for Danzhou 
Shange, and the wording is also much freer. It can be 
observed that in many Erjuban the two lines of a verse do not 
rhyme, and the language of the text is more colloquial than 
'\^ 
in the Danzhou Shange. The shortness of the text also limits 
the subject matter and the content of the songs. The short 
Erjuban song conveys only a simple mood or feeling. Most 
Erjuban songs are love songs. 
All Erjuban songs are composed and sung impromptu, 
though some good ones may spread widely in the area for a 
while before being replaced by new ones. However, some 
singers can still remember and recite old Erjuban songs that 
were popular a few decades ago. As with the Danzhou Shange, 
the singing of Erjuban is not limited to particular 
occasions. However, the songs are more suitable for singing 
extempore in the fields. 
The musical form of Erjuban is consistent with the form 
of the song-text. To correspond with the two-line verse, the 
tune is formalised in two musical sentences. Like its song-
text, the music of the Erjuban is also developed from the 
tune of the Danzhou Shange. These similarities can be 
observed in Transcription and Recording Items 11, 12 and 13, 
which are of earlier Erjuban sung by older singers; other 
Erjuban are more modern songs. When one compares the songs of 
Danzhou Shange, the earlier Erjuban, and the modern Erjuban, 
It is not difficult to see that the music of the earlier 
Erjuban songs (i.e. the melody, rhythm, structure and the 
style of singing) has characteristics that fall between those 
of Danzhou Shange and those of modern Erjuban. Whereas in 
Danzhou Shange there is only one basic tune, in Erjuban there 
are a few different basic tunes, though the total number of 
songs with different texts for Erjuban is much smaller than 
for Danzhou Shange. Furthermore, whereas in the Danzhou 
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Shange the type of song-text and the type of tune are rather 
fixed, any variations not deviating far from the basic type, 
in the Erjuban the texts and tunes are relatively free and 
variable; a basic Erjuban tune may develop many variations 
that sound very different from one another. Ex.4-8 includes 
thrse Erjuban tunes (these three songs are choosen from Zhou 
Jingkui 1984.). These three tunes are quite different, and 
yet there is a clear family likeness between them. Their 
similarity becomes evident in the transcriptions when the 
tunes are shifted to the same pitch and compared in Ex.4-9. 
A11 three tunes are in zhi mode. Besides having the same 
mode, they show similarity in the means adopted for extending 
the melody and text, viz.: in the first musical sentence, a 
repeat, or repeat with changes, of the last phrase; in the 
second musical sentence, the motif in the middle; and the 
corresponding extension of the verse. 
Two more examples, which develop from the same proto-
tune as that apparent in Ex.4-8, can be observed in 
Transcription Items 9 and 10. The melody of Item 9 keeps the 
same elements which are shared in the three tunes of Ex.4-8, 
viz.: the melody starts on its tonal centre, which is 
emphasized by being repeated a few times, then slowly 
descends and ends on the tonal centre one octave lower, on a 
note of long value. In respect of other details this tune is 
quits different from the tunes of Ex.4-8. Even the mode has 
turned into gong. Item 10 is a longer song. However, it is a 
combination of two Erjuban songs; its melody is formed by 
simply mixing the melodic elements of the tunes in Ex.4-8. 
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The most common mode of Erjuban tunes is zhi, but gong 
and yu modes are also often found. This shows that the 
Erjuban is more varied in mode than the Danzhou Shange, which 
has only the one mode—gong. Apart from this variety of mode, 
all aspects of the scales used in Erjuban are similar to 
those used in Danzhou Shange. 
As with the Danzhou Shange, the rhythm of Erjuban is 
mainly regular and rarely syncopated. However, whereas in the 
Danzhou Shange the tunes are sung quite freely as regards 
tempo and relative note values, in the singing of an Erjuban 
tempo and relative note value are rather strictly observed. 
4.5 Historical Study of Danzhou Shange 
4.5.1 Some Relevant Data and Analyses 
Because no studies exist of the history of the Danzhou 
Shange, there are no ready-made conclusions that can be used 
as references in the present study I therefore on the one 
hand study the Danzhou Shange itself, i.e. its music and 
text, and on the other hand research every aspect that could 
be rslevant. In the absence of ready-made conclusions, it is 
necessary to seek clues and collect every small piece of 
information from field investigations, from the local people, 
from any publications which may refer to the subject more or 
less directly, and from historical writings, particularly the 
chronicles of successive dynasties or records of local 
history. The following are parts of the records of my 
interviews with local people, and my analyses of these data. 
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They illustrate the approach I have followed in studying the 
history of the Danzhou Shange. 
1. Interview with Wu Jiemin. 
Date: 
Evening, 11 January 1981; Morning, 12 January 1981 
Place: 
Wu's home, 8 Chaoyang Xiang, Honqi Jie, Xingzhou Xu, 
Danxian County, Hainan. 
Background information on the Informant: 
Wu Jiemin, male, sixty-five years old in 1981, a native 
of Danxian, spent all his time in the locality; a local 
intellectual, he gained his knowledge from local schools, 
home study and self-learning, not from university education; 
a staff member (now retired) in the local government; an 
enthusiast for the local culture, especially the folk songs, 
who is familiar with the songs and the local history. For 
many years he has collected and composed many folk songs 
Including Danzhou Shange. Meanwhile, he has studied the 
materials thus obtained, and has his own opinions regarding 
the folk songs of Danxian. As a nativs intellectual and a 
folk song composer and singer himself, such a person can 
normally offer valuable information more clearly and 
concisely than an uneducated singer. On the other hand, 
however, because he is emotional, proud of the local culture, 
and lacking academic training, his opinions and conclusions 
are sometimes one-sided or deficient in rigorous logic; they 
therefore need to be subjected to scientific scrutiny-
\00 
Statement of the informant: 
The folk songs of Danxian have a long history, 
Danxian has long been called "the sea of songs". 
The Danzhou Shange emerged seven hundred years ago 
in the Song dynasty, and flourished in the middle 
of the Qing dynasty. In the Song dynasty, the 
scholar Su Shi was banished to Dan'er because he 
offended the Prime Minister Wang Anshi. During his 
banishment he set up a school and taught students 
in Danxian for four years. As a great writer of his 
times, he made a great contribution to the culture 
of Danxian. The Danzhou Shange is very strict in 
the application of its form, rhyme scheme and tonal 
pattern. Many metaphors are used in the verse. 
These characteristics are similar to those of Su 
Dongpo's poems. For these reasons, there have 
always been such sayings as: "The Danzhou Shange 
originated and developed from the popular poems of 
Su Dongpo"; "The development of the Danzhou Shange 
has been influenced by the poems of Su Dongpo"; and 
so on. 
In Dangxian many local Intellectuals can compose 
and sing Danzhou Shange. For example, in the Qing 
dynasty the locally famous scholars Zhang Ji, Wu 
Deyi and Chen Sheng, could compose and sing 
Impromptu. Some intellectuals might not be skilled 
in singing, but they could still compose well. 
There is a story about the scholar Chen Sheng and a 
love song. After he became an officer in Yazhou [a 
county far from Danxian on South Hainan, i.e. 
today's Shanya], Chen Sheng no longer loved his 
wife and refused to return to her for years. His 
brother-in-law, the scholar Huang Yunqing, composed 
a Danzhou Shange to persuade him to go back to his 
wife, and sent the song to him. Chen was deeply 
moved by the song and set out to see his wife, but 
on his way home he was drowned in the Changhuajiang 
[Changhua River] by a flood. Chen died, but the 
song and the story remain. All of the facts 
mentioned above show clearly that the 
intellectuals' familiarity with the Danzhou Shange 
is a result of their familiarity with the classical 
poetry. The relationship between the Danzhou Shange 
and Su Dongpo's poems is therefore very close. For 
this reason, I think, even if the Danzhou Shange 
did not originate and develop from Su Dongpo's 
poems, at least its development has been strongly 
influenced by them. 
\o{ 
My analysis: 
Song dynasty: 960—1279; Qing dynasty: 1644—1911. 
Su Shi (1037-1101), also named Su Dongpo, one of the 
most famous writers in Chinese history; Dan'er: ancient name 
of Danxian (see Chapter 2, Section 2.4.1.). The banishment of 
Su Shi is recorded in several historical documents and 
writings, e.g.: "Su Shi . . was banished to Changhuajun [in 
Danxian] of Qiongzhou Prefecture and settled down on the 
second day of the seventh month of the fourth year of 
Shaosheng [i.e., in 1097] . . . for three years, until the 
Emperor Huizong was enthroned. . . . [Su] crossed the sea on 
the twenty-fourth day of the sixth month of the second year 
of Yuan Fu [i.e., in 1099] . . . " (Han You 1705:V.2, Section 
Liuyuzhi [Records of Banishment], Entry Song [Song 
Dynasty].); "In the Song dynasty Master Su lived in Dan'er 
during his banishment, teaching and advising students. Since 
then, the local education and culture have developed. The 
flourishing of the culture of Qiongzhou [i.e., Hainan] really 
originated from his work." (Cao Shibin 1957:11). Today the 
local people still have a warm respect for this famous 
scholar The school building which he set up in Zhonghe 
village eight hundred years ago has been enlarged in the past 
few dynasties and preserved as a memorial to this great 
scholar. It was ruined during the Cultural Revolution, but 
the local people, at risk to their lives, hid and preserved 
the inscribed board of the building, which is in Su Dongpo's 
handwriting. In the last few years, the memorial has been 
renovated and further enlarged, and now attracts numbers of 
tourists and researchers. (Figures 10-12.) 
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Figure 10 Su Dongpo Memorial in Danxian 
(entrance) 
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Figure 11 Su Dongpo Memorial (distant view) 
Figure 12 Su Dongpo statue inside the memorial 
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It is evident that the informant's opinion that the 
Danzhou Shange emerged seven hundred years ago" is merely 
based on the assumption that the Danzhou Shange originated 
from the poetry of Su Shi, who was banished to this county 
bsfore that time. Apart from this assumption, I have not 
found, in my research and field investigations, any strong 
evidence to support this opinion of the Informant. 
Furthermore, the strict form, rhyme scheme and tonal pattern 
etc. seen in the verse of the Danzhou Shange are 
characteristics similar to those of all Chinese claesical 
poems, not only of Su Dongpo's poems as the Informant stated. 
Therefore, the opinion that the Danzhou Shange originated 
seven hundred years ago from Su Dongpo's poetry cannot be 
confirmed. However, another of the Informant's opinions can 
be judged more reliable, namely that the development of the 
Danzhou Shange was at least strongly influenced by Su 
Dongpo's poetry and local intellectuals' participation, and 
that its development flourished about the middle of the Qing 
dynasty. This opinion is supported by the following facts: 
The historical names and the story mentioned in the 
informant's statement are well known among the local people; 
some of the compositions of those historical figures, 
including the particular one mentioned in the story about 
Chen Sheng, are among the well-known traditional Danzhou 
Shange songs and are recorded in the song books of the local 
people; in the local people's song books, no compositions can 
be definitely identified as having been composed earier than 
the middle of the Qing dynasty, while many well-known 
traditional pieces are recorded with the names of their 
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composers, all of whom are intellectuals contemporary with 
Zhang Ji. 
2. Interview with Zheng Zhaohui 
Date: 
Morning, 11 January 1981 
Place: 
Dormitory of the Culture Bureau of Danxian, Hainan. 
Background information on the informant: 
Zheng Zhaohui, male, in his fifties, a native of 
Danxian; received secondary education locally and gained more 
knowledge by later self-education; a local Intellectual; very 
interestsd in the Danzhou Shange; has collected about five 
thousand verses of the Danzhou Shange and recorded them in 
his notebooks. Regarding this claimed number I have seen the 
notebooks in which the verses are recorded—three notebooks, 
each about B4 size and 3 cm thick, and would estimate the 
number of verses recorded at closer to three thousand. The 
informant is also himself a good composer and singer of 
Danzhou Shange, though none of his compositions have become 
widely known. He is quite familiar with the Danzhou Shange 
and its background, has studied the songs (from the literary 
aspsct) for years, and has his own opinions. He is very proud 
of, and loves very much, the local culture. For the 
references he offered, the situation is similar to that 
mentioned in my comment on the native intellectuals (see 
above). 
Statement of the Informant: 
The earliest record of the folk songs of Danxian is 
from about two hundred years ago when those songs 
attained the highest development in their history. 
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At that time there was a famous local writer in 
Danxian named Zhang Ji. He was very skilled in the 
composing of folk songs, especially love songs. His 
seventh generation descendants are still in Danxian 
now. What I said about "two hundred years ago" is 
calculated from this fact. The folk songs composed 
by Zhang Ji were first-rate songs In his time in 
Danxian. Throughout history, all the better folk 
songs in Danxian have been related to the creations 
of the Intellectuals. The mediocre creations of the 
masses lack literary grace, and are not of high 
quality. 
My analysis: 
In my research, the earliest record I have found 
concerning the folk songs of Danxian—not necessarily the 
Danzhou Shange—must be dated earlier: to eight hundred years 
ago. (For this record see my analysis of the next interview: 
the story of Chun Mengpo in historical records.) The 
Information about Zhang Ji and the informant's calculation 
are nevertheless valuable, though his opinion that the 
compositions of intellectuals are always superior to those of 
the masses seems one-sided and based on the classical poetic 
viewpoint adopted by Intellectuals in appraising the 
creations of the masses. 
3. Interview with Zhu Yushu 
£>ite: 
Evening, 15 January 1981 
Place: 
Office of the Culture Bureau of Danxian County 
Qovernment 
Background information on the informant: 
Zhu Yuehu, male, is in his thirties. Graduated from the 
Chinese Department (Chiness literature) of a university in 
mainland China in 1970, then a staff member of the Culture 
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Bureau of Danxian local Government, mainly doing jobs 
connscted with the local literature. He has studied this 
genre (including the verse of the folk songs of Danxian) 
rather thoroughly and has published one of his articles in an 
academic journal. 
Statement of the i nformant: 
It is a common opinion that the folk songs of 
Danxian are strongly influenced by Su Dongpo's 
poems. There are two stories which mention Su 
Dongpo and the folk songs in Danxian. One of them 
tells how Su Dongpo set out one day to visit a 
friend. On his way he met a woman weeping and 
singing a sad song. He asked the woman what was her 
trouble. She told him that she had been forsaken by 
her husband because of offending him by talking too 
much. Su Dongpo sighed with emotion as he heard her 
story, because he himself had offended the court 
authorities and been exiled to Danxian for the same 
reason. He learnt the song "The Francolin" from the 
woman. The other story tells that every day Su 
Dongpo saw an untidy and odd-looking old woman 
taking food to the fields for sometwdy working 
there. He sang two lines of verse to her: 
"Dishevelled hair and dirty mouth, send food to the 
fields every day." The old woman Immediately sang 
another two lines of verse back to him: "All 
troubles are caused by talking too much. Do you 
remember the reason the Emperor banished you?" 
Generally speaking, the verse of Chinese folk 
songs is quite free, but the verse of the folk 
songs of Danxian is very strict in form, rhyme 
scheme, tonal pattern and so on. This is due to the 
influence of classical poetry. When singing the 
Danzhou Shange, the style of the performance and 
the expression of the singer are like reciting 
poetry with cadence. The local people of Danxian 
are quite skilled in composing such poems with 
strict form, rhyme scheme and tonal pattern. This 
situation is attributable to Su Dongpo's 
instigation and encouragement. It is said that Su 
Dongpo used to give banquets with the purpose of 
encouraging the local people to gain knowledge. At 
these banquets he invited intellectuals to sit in 
the seats of honour, and asked the non-
intellectuals to sit in the ordinary seats. In this 
way he stimulated people to study. This story is 
reliable. In Danxian there is a strong tradition of 
classical poetry- We can find this from the local 
customs. For example, at a wedding, everywhere in 
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the house people put up pieces of red paper on 
which classical poems are written for 
congratulations. In Zhonghe village and nearby 
areas, this tradition is strongest. 
My analysis: 
The two stories mentioned by the informant are well 
known among the local people. During my field work I have 
heard several people tell me similar stories in different 
versions. The verse of the song, which I have collected, is 
as follows: 
Francolin, francolin. 
Don't cry too much in the mountain. 
Too much talking will incur bows and arrows; 
Too little talking will cause your husband to 
forsake you. 
In the second story the old woman is called Chunmeng Po 
meaning "the Spring Dreaming Woman". A formal record about 
the story is contained in the official records of the local 
history: 
Chunmeng Po, in her seventies, lived in the 
eastern suburb of Danxian. She used to walk in the 
fields, carrying a big dipper and singing songs. 
Once she met Su Dongpo while she was taking food to 
the fields. Su asked her how things were going. She 
answered that it was just like a dream in the 
spring. Su asked why she said that. She answered: 
Were not the wealth and rank you owned in the old 
days just like a dream? Su agreed and called her 
the Spring Dreaming Woman from then on. (Wang 
Guoxian 1934:V.18, Section Zazhi San [Miscellaneous 
Records 3], Entry Yishi [Incidents]) 
The opinions common among the local people, the folk 
stories, and the historical records are in keeping with one 
another—evidence that the information offered in the 
Informant's statement is reliable. 
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4. Information from other singers: 
Wu Zantang, fifty-six years old in 1981, a fisherman of 
Xing Ying village, said: "I learnt these traditional Danzhou 
Shange when I was a child. I think my parents and 
grandparents sang them when they were young." 
A seventy-year-old woman (1981), Wang Xiulian, of 
Langxun village, gave similar indications about the songs she 
knew. Other non-educated local singers whom I met offered 
similar Information. Those singers cannot tell much about the 
history and culture, but the simple facts they offered are 
valuable for the historical study. From these we at least 
know that most of the traditional Danzhou Shange were already 
widespread more than one hundred years ago—when their 
grandparents were young—or even earlier; not only the song-
tsxt but also the tune and even the way of singing were the 
same as they are today. 
4.5.2 Conclusions 
The study of the origins and development of folk song 
through the centuries is one of the most difficult aspects of 
folk song study in general because of lack of accurate 
Information. Still, by the means employed in this chapter, 
and taking account of all available information, the 
following general conclusions can be drawn about the history 
of the Danzhou Shange. 
1. The history of Danzhou Shange in the broad sense 
(i.e. as a development from Han folk songs) can be said to 
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have begun some two thousand years ago, when a large number 
of Han immigrants arrived in Danxian from mainland China. At 
that period the songs were probably very different from what 
they are now, and the name "Danzhou Shange" had not yet 
emerged because the county had not yet acquired the name 
Danzhou. For this reason, it would be reasonable to consider 
the history of Danzhou Shange in the narrow sense to have 
started much later In light of the discussions in previous 
sections, I tend to the view that the whole process of its 
emergence and development was gradual, and not a sudden 
occurrence. 
2. In the process mentioned above, the intellectuals, 
Including both local intellectuals and scholars who had been 
banished from the mainland, played an important role. Among 
them the famous scholar Su Dongpo is a significant figure. 
His banishment to Danxian took place in the Song dynasty 
According to historical records, this was the period when the 
number of scholars banished to the island was greatest. All 
of these scholars influenced the local culture and promoted 
its dsvelopment. Their influence remained, and helped form 
the strong literary tradition of Danxian. In addition, many 
intellectuals who were skilled in composing classical poems 
participated in the development of the Danzhou Shange. Over a 
long period of the local history, such participation 
dsvsloped a special fashion among the local intellectuals. 
From the information available, one can deduce that the 
fashion probably enjoyed a great vogue about the middle of 
the Qing dynasty, i.e. around two hundred years ago. Many of 
the Danzhou Shange composed by the intellectuals in old times 
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have spread and remained as traditional songs. These songs, 
with literary verses resembling classical poems, have been 
learnt, sung, and Imitated by the masses in their composing. 
Even today, many of these songs are still popular. In such 
circumstances, it is not surprising that the Danzhou Shange 
has developed its own literary characteristics, distinct from 
those of the (colloquial) folk songs of most areas of China. 
3. The late history of the Danzhou Shange is clearer. 
Regarding the traditional Danzhou Shange, one can accept that 
these songs are probably much the same as they were two 
hundred years ago, and that their singing style has not 
changsd much in that time There are two main reasons for 
this: (1) According to some formal historical records, the 
local people's opinions, and their song books, many 
traditional Danzhou Shange were composed about the middle of 
the Qing dynasty; (2) The local people commonly state that 
they sing the songs in the way they learnt from their 
grandparents, and they believe that their grandparents sang 
the songs in the manner of their great-grandparents. 
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Chapter 5 Ediang 
Ediang is a type of love song sung by the young adults 
of most country areas of Danxian County After the Danzhou 
Shange, it is the most popular type of folk song in this 
county- It is sung in Danzhou dialect, and is restricted to 
the countryside of the Danzhou dialect areas (see Map 4). 
According to my research, Ediang is, comparatively speaking, 
the most significant type of folk song of Hainan. It is also 
significant in the folk song tradition of the Han people of 
China. 
5.1 Composition and Performance of Ediang 
When discussing the composition and performance of 
Ediang, two facts must be taken into account from the outset: 
(1) the compositional process cannot be separated from the 
singing of Ediang; (2) the composition and performance of 
Ediang are both Inseparable from the lives of the local 
people. For an ethnomusicological study of Ediang, it is 
sssential to have some knowledge of the nature of the society 
of the folk who make and use this music, particularly the 
young people whose life-style deviates from the general Han 
tradition in some respects. 
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Generally speaking, the traditions of Han people all 
over China are fundamentally uniform. However, through 
fieldwork and from a study of published materials I have 
found that some aspects of the customs of the Han people in 
the Danzhou dialect areas are essentially their own. 
The basic unit of traditional Chinese Han agricultural 
society is the family. All the members of a family—two, 
thrss, or even four generations—are bound together by a 
strong family tie. Under the authority of the head of the 
family, family members work together, establishing and 
sharing their common property. The family is actually a 
small, closed community within the larger society Each 
member leads a life within this closed family unit, 
especially in country areas where social intercourse is more 
restricted than in urban areas. In such a situation it is 
difficult to develop close personal relationships with people 
from the broader society outside. For instance, spouses are 
chosen and marriages are decided by the seniors of the 
families, often without consultation or consideration of the 
feelings of the young people concerned. In many cases, young 
couplss <io not see each other until their wedding day. 
Although the situation has gradually changed in recent 
decades, the convention of the arranged marriage is still 
more or less retained in various areas. 
In the countryside of the Danzhou dialect areas of 
Danxian County on Hainan Island, however, local customs are 
quite different from those in other Han areas of China. In 
these areas young adults, instead of being closed inside 
their own families, share their lives and life-styles, mixing 
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closely with others, and frequently performing their special 
activities together. Each village has one or a couple of 
houses called haodianglong meaning "youth house". There are 
separate male and female youth houses; custom does not allow 
any youth house to accommodate both males and females. (See 
Figures 13-15.) When children are considered to have reached 
adulthood, normally around fifteen or sixteen (girls may be 
younger), they no longer sleep at their parents' home; 
instead, they must sleep in the appropriate youth house with 
other young adults of the same village, until, in the case of 
the girls, a child is born. In some villages the youth houses 
are specially built by the villagers from their pool of 
resources, but more commonly, any available existing houses 
may be used. For example, among the youth houses I have 
visited, the male youth house of Dongfang village was 
specially built by the villagers for their youths, while in 
Dalan village, the public ancestral hall of the village is 
used. In China generally, it is common for a village to have 
a public ancestral hall (called citang in Mandarin). Besides 
enshrining the memorial tablets of the villagers' ancestors, 
the hall may be used as a common meeting place for discussing 
public affairs. The hall is normally regarded as a serious 
(but not necessarily sacred) place which may not be used for 
entertainment or for living purposes. However, on this point 
the people of Danxian have more liberal attitude. They regard 
the ancestral hall as a village community centre rather than 
as a holy temple. They do not mind its being used by young 
peopls as a place to sleep and arrange their activities 
togsthsr. In Polang village (Figures 16 and 17), the female 
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Figure 13 Male youth house of Polang village 
(the larger of the two buildings) 
Figure 14 Male youth house of Polang village 
(the smaller of the two buildings) 
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Figure 15 Female youth house of Polang village 
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Figure 16 Scene in Polang village 
Figure 17 Scene in Polang village 
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youth house is a private house (Figure 15) The local people 
told me that in such cases the owner of the house is normally 
an old widow, or sometimes an old couple without children. 
The owner is quite happy to offer the unoccupied part of the 
house to the girls. In return, the girls keep the old person 
company and help with the house work. 
The typical youth house consists of just a hall; there 
are no separate rooms. Normally, each occupant sets up a bed 
inside this hall; however, in some houses there is just one 
huge bed, in which all occupants sleep together The number 
of occupants accommodated in one youth house ranges from 
about ten to about thirty, depending on how many young adults 
there are in the village. In some villages the youth house 
may consist of two separate buildings. For example, in Polang 
village, instead of a single male youth house two separate 
small houses are used (Figures 13 and 14), because no 
building is available large enough to accommodate all the 
youths together: The youths sleeping in these two buildings 
belong to the same youth house and participate in all 
activities together. Young adults only join their own village 
youth house; they never join the houses of other villages. 
The youth house is the centre of the young people's 
community. Except for eating at home, the young people spend 
nearly all their spare time together with their youth house 
fellows. The elders of the village never Interfere with the 
affairs of the youth house. The main activity engaged in by 
the local youth is a practice called yeyou (pronounced yeyou 
in Danzhou dialect), meaning "night stroll". The yeyou is a 
form of social and erotic entertainment centred upon the 
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performance of Ediang. Consequently, composing and learning 
Ediang is very important for the young folk, and they spend a 
great deal of time practising it. Since the Ediang are love 
songs and the formal performance may result in love making, 
local people have long accepted the following customs: 
1. Only the young people who live in the youth house 
sing Ediang. The elders no longer sing them, and children 
never sing them. 
2. Except for the practice in the youth house and the 
performance in the yeyou, young people do not formally sing 
Ediang anywhere else at any other time, though occasionally 
some Ediang songs are heard casually sung or hummed by one or 
a few young people. 
3. Ediang are sung only to the opposite sex. Members of 
the same youth house (i.e. of the same sex) always sing 
Ediang together in unison. They never sing to each other 
4. Ediang are never sung to people of the same village. 
In these areas, as in many other parts of the Chinese 
countyside, the tradition is that people avoid having sexual 
rslations with partners from the same village or marrying 
someone from within their own village.' 
The following is a description of the Ediang practice in 
the youth house. 
In the evening, members of a particular youth house 
gather to compose and learn Ediang. As is the case with the 
Danzhou Shange, the youth have their own song-books in which 
' In China it is common to find that all families of the 
one village are relatives, or descendants of the same distant 
ancestor. Traditionally, Chinese believe that it is not good 
to marry a person with the same family name. 
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are recorded many texts of traditional Ediang (songs passed 
on from prsvious generations and therefore regarded as 
traditional). Some local young people have shown me their 
song-books; they are not actual published books, but ordinary 
hand-written notebooks. The tunes of the traditional songs 
havs been transmitted orally from previous generations. There 
are also plenty of modern Ediang songs. As with the modern 
Danzhou Shange. modern Ediang texts are not recorded in the 
song-books but are transmitted only orally. However, two 
facts concerning the modern Ediang should be noted: (1) A few 
local cultural workers have recorded and kept some of the 
songs in modern transcriptions for the purpose of 
pressrvation and study; (2) Since 1980 the cassette-recorder 
has become popular in these areas so that some local young 
people sometimes record their Ediang singing on cassette-
tapes, and keep them for the purpose of continuing to learn 
and enjoy the songs. These tendencies, however, are not a 
part of the tradition. 
Members of a youth house learn the songs from others in 
the same house, and in turn pass them on. The local people 
declare that it is not necessary to learn any particular 
technique of singing. This is in agreement with my 
observation that everybody sings in a natural untrained voice 
and with feeling, without any special vocal skills. To the 
local young people, learning Ediang is easy and enjoyable. 
Even a new member of a youth house will not consider learning 
the songs a new experience, because he or she will have heard 
quite a number of Ediang songs since early childhood. In 
fact, there is no actual formal teaching and learning of the 
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repertoire. In the youth house people just sing their songs 
together. If one does not know a song that others are 
singing, one simply picks it up from them over time. Several 
repetitions soon make it familiar. 
The composing of an Ediang is the collective work of 
each individual youth house, and there is considerable 
competition between youth houses to produce the most 
attractive songs for the yeyou activity- Thus each youth 
houss has its own repertoire distinct from the others. New 
songs ars composed during the singing sessions in the youth 
house or during the yeyou. A new song is developed or 
modified from one or several old songs. Although the changes 
are sometimes great, it is not difficult for a trained 
musician to trace such modifications. To the young people, 
however, such a way of composing is not followed 
intentionally. They tell me that they do not know any 
technique of composition, and never think that way. To them, 
it seems that they compose new songs in a quite 
extemporaneous manner. When they sing old songs together, a 
phrase or two of verse or melody, or even a whole new song, 
may emerge from somebody's singing and imagination. If most 
of ths singers appreciate the change, they will follow on and 
complete it. The procedure seems to be simple, natural and 
quick, without much hesitation or deliberation. Nobody finds 
it difficult; they enjoy doing it. Sometimes, the emergence 
of a new sentence results from somebody's making a musical or 
textual mistake; thus a mistake in performing one song may 
eventually become part of a new song. In such a creative 
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process, it always happens that by the time a new song has 
been completed, everybody has already learnt it. 
In the activities of singing, composing, and the yeyou, 
the member who is most clever and nimble will be admired and 
regarded as a leader by the other members of the same house. 
Such a person is called the "head of Ediang" Each youth 
houss has such a leader. The attributes of a head of Ediang 
emerge naturally from the everyday life and activities of the 
youth house and the position Is attained without elections. A 
head is normally (but not always) one of the older members of 
the house, and consequently is respected by the other 
members. Normally all members are happy to follow this 
person's suggestions or decisions. However, the head of 
Ediang does not have any privileges; all members have equal 
status in the youth house. They are all close friends, 
sharing their private lives together. There is no formal 
leader in a youth house, but the head of Ediang is the actual 
conductor of the Ediang performance during the yeyou. 
Generally speaking, the Han people are very conservative 
In their attitudes and practices relating to sex and 
marriage. The Chinese attitude to sex connects it with 
morality. Since 1949' this nexus has been made more strict by 
ths Communist government. By Chinese law, and according to 
the morals of the Han nationality, a person can have sex only 
after marriage, and must preserve a monogamous sexual 
relationship within the marriage. Any acts outside of wedlock 
are regarded as moral degeneration or serious crimes. People 
' China's Communist government was set up on 1st 
October, 1949. 
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found guilty of such acts can be humiliated publicly, and 
their reputations ruined forever. In many cases transgressors 
can be punished severely, and even sentenced to death by the 
courts. In Danzhou dialect areas, however, the customs of 
marriage and the attitude toward sex are quite different from 
the principles enshrined in the traditional Han Chinese 
morality. Although monogamy is always followed, sexual 
relationships between young people are relatively free. The 
main outlet for the sexual proclivities of the local youth is 
the yeyou. The smooth terrain and the tropical environment 
supply favourable and convenient circumstances for this 
characteristic form of entertainment. 
The yeyou is usually held on moonlit nights. Members of 
a youth house go out from their village, strolling in the 
wide fields, trying to meet groups of the opposite sex from 
othsr villages. On a still night, on an open plain, it is not 
difficult for groups to spot one another from afar, and to 
distinguish what sex the other groups are, espscially if the 
groups are singing, laughing and talking as they stroll in 
the fields in the moonlight. The songs they sing at this 
stage are often Ediang, but occasionally Danzhou Shange. 
However, the Ediang songs are sung casually, not formally as 
will be discussed later. If two groups of the opposite sex 
meet in the fields and show an Interest in each other, the 
first group stops and prepares to sing. They stand shoulder 
to shoulder in a row, hooking little fingers, and facing the 
other group about two metres away They start swinging their 
hands rhythmically together, and after a few moments a song 
of Ediang begins. (See Figures 18 to 20) The singing is 
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Figure 18 Ediang performance (traditional posture) 
Figure 19 Ediang performance (traditional posture) 
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Figure 20 Ediang performance (traditional posture) 
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always in unison. Any member of this group, most often the 
head of Ediang, who first thinks of an appropriate song 
begins the singing, and the others follow immediately The 
members are so familiar with the songs and the performance 
procedure, that often all of them start the same song 
simultaneously Sometimes, before swinging their hands, they 
may have a few seconds' discussion to decide which song 
should be sung, or somebody may simply suggest a song, and 
then the performance follows. The swinging of the hands 
continues throughout the performance, including the intervals 
between songs, the rhythm of the arms being always in keeping 
with the rhythm and beat of the singing. The second group 
stands in the same way, swinging their hands, and singing in 
response when the first group finishes a song. The 
performance then continues, with the two groups singing in 
turn. If the second group shows little interest in the first, 
the singing will not continue very long; they generally sing 
something that hints at their lack of mutual feeling. In such 
a situation, the first group eventually stops singing and 
leaves in search of more responsive groups elsewhere. If the 
two singing groups do find each other compatible, the 
antiphonal singing continues till midnight. 
Certain specific days are particularly popular for 
roaming the fields at night in search of yeyou entertainment, 
namely the following: 
1 Country fair days: 
The country fair is a traditional style of market in the 
Chinese countryside. Markets do not exist in many country 
areas, and instead country fairs are held periodically in 
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certain places, so the villagers can buy, sell, or exchange 
their farm products, etc. Many shops and retailers from the 
towns also set up stalls there during the day. (See Figure 
21.) Sometimes there are also shows and other entertainments, 
performed or arranged by the villagers themselves or by 
actors from the towns. People from different surrounding 
villages or even from quite far away, come to the fairs, not 
only for trade, but also to enjoy themselves. Country fairs 
normally finish before dark, but the youth from different 
villages usually stay for their yeyou. Some groups arrive in 
the evening to participate in the yeyou in the night. If 
there is a show or movie on that night, the yeyou normally 
starts after the show. 
2. A movie or show night: 
As in most Chinese country areas, the villages of 
Danxian generally do not have cinemas or theatres. However, a 
few mobile film projection teams serve the villagers and 
occasionally a theatre group from a city gives a performance. 
As such events occur infrequently, many people from several 
different villages come for the entertainment, which is 
always held at night, after work. For the young people, such 
a night provides the opportunity for another entertainment, 
the yeyou, following the movie or show. 
3. Festivals and other folk ceremonies: 
There are quite a few traditional festivals that are 
always accompanied by folk activities. Some festivals are 
celebrated collectively and In a lively way. Besides the 
traditional festivals, various folk ceremonies and social 
activities, such as weddings, funerals, religious activities. 
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Figure 21 Country fair (1988, Zhonghe, Danxian) 
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etc., are also held from time to time. Such a ceremony or 
occasion when people are gathered is always the best chance 
for the young people to hold a yeyou in the night, because a 
large attendance at such an event means a large number of 
male and female young people from different villages are 
there, and most of them stay for the yeyou. In some cases, 
the number gathered in the fields may reach several thousand. 
Recording Item 129 is part of a live recording of one such 
yeyou. It was recorded by a local cultural worker, Zhou 
Jingkui, In August 1980 during a grand Taoist religious 
service called zhai (see Section 8.3 for details of a zhai) 
On that day hundreds of youth groups swarmed in the fields, 
psrforming their Ediang. According to local custom, on some 
smaller occasions such as weddings, the hosts invite many 
relatives, friends and Important local persons as their 
guests, and many young people from other villages are often 
included. If the ceremonies finish in the evening, the young 
people then go out into the fields for the yeyou Instead of 
returning directly to their youth houses. 
The performing of Ediang in the yeyou is like a singing-
composing competition. At most yeyou occasions, a group may 
meet more than one other group in the fields. Such a 
situation often leads to a competition. For example, if two 
male groups are trying to sing to the same female group at 
the same time, a competition results. One male group may 
situate itself behind a female group that is singing with 
another male group, and start singing to attract the 
attention of the female group. If members of the female group 
considsr the new group more attractive, they turn around and 
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sing to them, simply leaving the earlier group standing 
alone. (A female group may also try to attract a male group 
in the same way ) Even when no competitors appear and only 
two groups meet and sing to each other, it is still like a 
competition. This is because in many cases, the attraction 
results not only from physical looks and natural interest in 
the opposite sex, but also from demonstrations of 
resourcefulness, cleverness and good humour. If members of 
one group are bored by the poor singing of the other group, 
they will probably try to escape to find a better group. The 
groups like to perform Ediang on larger rather than smaller 
occasions, because of the more exciting competitive 
atmosphere, and the greater chance of choosing better groups. 
On such occasions each group sings its songs as attractively 
and well as possible. 
As mentioned earlier, many new Ediang are composed 
impromptu during the yeyou, and then spread widely. In the 
yeyou, composition occurs mainly in two situations. Singers 
sometimes find all the old songs inappropriate for the 
particular situation, and of necessity compose something new; 
or, the competitive circumstances of the yeyou stimulate a 
desire and inspiration to compose extemporaneously. 
Composing during the yeyou is different from composing 
during the everyday practice in the youth house. It involves 
only the composing of new texts, not of new melodies. The 
songs sung in the yeyou contain a large proportion of 
vocables; in many auch songs well-known sequences of vocables 
account for a greater part of the text than do meaningful 
words. Consequently composing a new song entails merely 
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thinking out one or two lines of new verse to fit a small 
part of the old tune being sung; the remaining part of the 
tune Is filled out with familiar vocables. Thus, if a new 
verse comes into someone's head, he or she can quickly tell 
the rest of the group before they start singing, or during a 
section in which they are singing vocables, or even during a 
pause in a song. All the members of the group then sing the 
new verse spontaneously and in unison without interruption, 
Just as if they had learnt and practised the new song 
beforehand. In the process of composition, the head of Ediang 
always makes a greater contribution than the others, because 
of his better creative ability 
Ediang performance during yeyou usually lasts for 
ssvsral hours, and the culmination of the activity may be 
love-making. All informants said that in the past yeyou used 
to lead to casual individual sexual relationships or division 
of the two groups into couples who retire into the bushes to 
make love. A local cultural worker, Zhou Jingkui, told me 
that the division would be suggested or decided by the heads 
of each Ediang group. Since the head was respected by all in 
the group, and was familiar with their sexual preferences, 
suggestions or decisions by the head were in most cases, 
rsgarded as fair and reasonable, and were gladly accepted. At 
dawn the next day, each boy accompanied his girl back to her 
village, separating from her outside the village. They 
probably had not known each other before, and it was not 
considered necessary to keep up any ongoing relationship 
afterwards. Each might find another sexual partner in the 
next yeyou. Although in certain cases couples would develop 
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their sexual relationship further or even come to love each 
other, they both meanwhile continued their promiscuous sexual 
intercourse with other young people in the yeyou. Such a life 
style did not gravely affect the feelings and love of the 
more serious loving couples. Regarding the situation during 
the past few decades, however, local informants presented 
different viewpoints; most said that the yeyou activity was 
now only for entertainment and courtship, and did not involve 
sexual activity 
In China the Confucian and Buddhist traditions, together 
with government controls, have deemed activities related to 
sex to be obscene or even sinful. While in some areas people 
retain and enjoy some sexual customs, they do not like to 
reveal this aspect of their life to outsiders. This has 
caused great difficulty for outside researchers, making it 
extremely hard to collect thorough and authentic data. For 
the yeyou activity in Danxian, I myself have not been able to 
obssrve any cases ending in free sex at the site, so I cannot 
confirm any of the above statements. However, some relevant 
facts and local customs can be taken into account in trying 
to find an answer to this issue. 
First, as in most country areas of China, girls in the 
Danzhou dialect area always marry at a very young age, not 
long after starting to live in the youth house. However, like 
the custom of yeyou, local customs pertaining to newlyweds 
are also different from those in other Han areas of China. 
Usually the bride stays overnight with her husband only once, 
on the wedding night. The next day she goes back to her own 
village, and stays in the female youth house in which she 
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slspt before she was married. She stays there and continues 
her yeyou activity with other youths until she has her first 
child. Then she returns to her husband's village, and lives 
with him and his parents. Meanwhile the husband similarly 
continues to sleep in his male youth house and enjoy the 
yeyou until his wife comes back with her first child. They 
then start their family life together, no longer sleeping in 
the youth houses or joining the yeyou. Occasionally some of 
the young men continue to follow their earlier practices even 
after they have children; in such cases a man acquires a 
reputation in his area for being a flirt. The firet child is 
not discriminated against in the family- However, according 
to local custom, if the first child is a boy, primogeniture 
will belong not to him but to the second son of the family-
Second, it is common for girls of a female youth house 
to visit a male youth house of another village. (The custom 
is that boys do not visit girls in their female youth 
houses.) Having made friends with the boys in previous yeyou, 
the girls come to visit. An Informant told me that on such 
occasions the girls sometimes stay overnight. In Polang 
village, I saw a notice on a board hanging on the front wall 
of the smaller of the two male youth house buildings saying: 
"Please gather in the big house tonight to wait for visiting 
girls." (See Figure 14.) 
Third, local people told me that fights involving love 
affairs occasionally occur. These stem from the yeyou 
activity. A jealous boy and his fellows may come to a girl's 
wedding and beat up the bridegroom, or an angry husband and 
his friends may find and beat up his wife's yeyou mate. 
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Finally, note should be taken of a tendency found in 
Danxian, which I have already indicated in a general 
introductory article (Yang Mu 1988b) on such activity (which 
I refer to as erotic musical activity") among China's 
minority peoples: 
Recently, especially during the second half of this 
century, a significant tendency has gradually 
emerged in the erotic musical activity Since the 
1950'6, the Chinese government has been making 
efforts to ban or change some folk customs and 
activities which it regards as Immoral or 
unhealthy At the same time the 'civilized" urban 
attitude toward sex and marriage has also been 
increasingly adopted by the rural people and 
minority peoples. Ae a result, in many areas the 
erotic musical activity, which used to be held 
spontaneously, has been stopped or turned into a 
sort of government-organized collective social 
activity, combining political propaganda, country 
fairs, and musical entertainment. Although on such 
occasions people may still find opportunities for 
sexual contact, most participants are satisfied 
with just enjoying the singing or seeking 
monogamous courtship, but do not go on to practise 
free sex. 
When compared with the general situation of the Han 
folksong tradition, the composition and performance of Ediang 
shows some notable differences, which can be summed up as 
follows: 
1. The customs relating to the composition and 
performance of Ediang, for example the youth house living 
styIs and the yeyou, have not been found in other Han areas. 
2. Ediang are composed collectively by all members of a 
youth house, and are always sung in unison. This is not a 
common phenomenon in the folksong composing and singing 
activities of the Han people. 
3. While most types of Chinese folk song undergo little 
change, the repertoire of Ediang is constantly changing. Many 
135 
new Ediang songs are composed and sung every year, and except 
for some outstanding or traditional songs, few are retained 
for more than a year. This is probably because all the 
singers and composers of Ediang are young people. As is often 
the cass, young people tend to prefer the new to the old. On 
the other hand, because of the competitive character of the 
Ediang performance in the yeyou, every group constantly tries 
to compose and sing something newer and better than that sung 
by the others. With this in mind, the young people draw upon 
as wide a range of topics as possible from their own lives to 
enrich their compositions. Also, they try to renew their 
melodies, achieving this mostly through a proceas of 
absorbing varieties of music they have heard. 
5.2 Song-text of Ediang 
The song-texts of the Ediang can be observed from the 
following view-points: (1) subject matter; (2) rhyme scheme, 
tonal pattern and wording; (3) form. 
5.2.1 Subj ect Matte r 
According to the local people's opinion, the Ediang is a 
type of love song. However, as is usual in the Chinese folk-
song tradition, the song-texts of Ediang are not salacious or 
sxplicitly erotic. Ediang composers prefer to express their 
feelings about love implicitly- Emotions of love are 
expressed in different ways but usually metaphors are 
employed and the language is refined. A verse may appear to 
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have nothing to do with love but the local people understand 
the real message it conveys and know that it Is actually a 
love song. 
Generally speaking, the song-texts of Ediang are lyric 
verses, not narrative poems. No examples have been found 
which only narrate stories, like some of the traditional 
Danzhou Shange such as Kongque Dongnan Fei and Liang Shanbo 
yu Zhu Yingtai (see Section 4.1 of Chapter 4). On the other 
hand, since in the Ediang the emotion of love is expressed 
only by implication, many images can be applied as metaphors 
of love. This enables authors of song-texts to choose their 
topics from an unlimited range, and to make the song-texts 
varied and colourful. The following are some examplee (from 
Yang Mu et al 1981). 
Ex. 5-1 
M. tkitMj tl i^ 5^  0 
(Translation of the verse: 
Your scarf is set off by the white shirt; 
Your black lace matches the bright hat 
beautifully-) 
This song seems to be a description of a young girl and 
how she is dressed; "love is not mentioned. However, all 
local people know that this is a love song because it is 
clear that the person who sings the admiring song must be 
strongly attracted by the beautifully dressed girl. 
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Ex. 5-2 
(Translation of the verse: 
A single drumstick cannot strike the drum. 
But a couple of sticks will make it sound.) 
Although love is not mentioned directly, the meaning of 
the text is this: a single person will not be successful, 
whereas together with a partner life will be perfect. 
Ex. 5-3 
^^ -^K '^ ^ ^^-^ 3^ , 
(Translation of the verse: 
The catkins float in the air; 
It is easy to fly with the wind but difficult to 
fly against it.) 
The verse appears only to mention a scene from nature, 
but it actually hints that love in unfavourable situations is 
difficult, suggesting that love developed against resistance 
is precious. 
Ex. 5-4 
(Translation of the verse: 
The moonlight is so beautiful. 
But it is shut out of the room.) 
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"Moonlight" here can represent love or a lover. The song 
hints at a feeling of sadness at the lover or his love being 
refused. It could also have the implication that love cannot 
be found In a dark, narrow room; one must seek it in the 
wide, moonlit fields. 
In the examples given above, various objects are 
described in the verse, including clothing, drumming, the 
moon and so on, but the subject in all cases is actually the 
same: 1ove. 
In the procedure of the Ediang performance during yeyou, 
there are no rigid restrictions limiting the singers to 
singing certain verses in certain situations. However, since 
the performance is like a singing-composing competition, it 
will be more appreciated by the listeners if the songs sung 
by a group are always appropriate to the situation. According 
to the contents of the song-texts, many Ediang songs can be 
ussd in general situations to express open feelings of love 
or admiration, and also in particular situations to hint at 
special meanings. The following are a few examples. 
Ex. 5-5 
-t ^ 
% h 
1 
/ ^ 
^A 
'i. n ^ j^ 
r ^ % 
^ , 
t^. 
(Translation of the verse: 
Jewellery is displayed and sold in the market; 
I wonder if people sell their excellent Ediang?) 
When two groups of the opposite sex meet in the yeyou, 
the first group may choose this song to commence their 
singing, because in this situation the text can have either 
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of two meanings. The first is that the singers would like to 
perform yeyou with the opposite group, the implication being: 
Would you like to sing your Ediang to us? The second is that 
the singers highly respect the opposite group, considering 
their Ediang are as precious as jewellery. 
In response the opposite group may, if they agree to 
sing Ediang with the first group, sing a song such as the 
following: 
Ex. 5-6 
(Translation of the verse: 
Excellent Ediang are more valuable than money; We 
want your songs, not your money.) 
Here the text includes this message: You can buy jewels 
at the market with money, but you cannot buy Ediang, because 
they are more precious than any amount of money; what we want 
for our Ediang is your singing, not your money. The meaning 
conveyed is that the responding group is willing to sing 
Ediang with the first group. Their antiphonal singing will 
thsn continue. 
Ex. 5-7 (verse of Transcription Item 40) 
(Translation of the verse: 
A stone is thrown into the sea to grow laver. 
And the fish come from thousands of miles away to 
circle around it.) 
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This song is also appropriate to the situation of 
starting an Ediang performance, its meaning being: Like the 
fish coming and circling around the stone, we come wanting to 
stay with you, and to perform yeyou with you. 
Ex. 5-8 (verse of Transcription Item 42) 
[% is)n ^ <^ ^ t) :k . 
(Translation of the verse: 
The sun rises in the east; 
Then turns back to the west.) 
This song may be chosen when a group attempts to 
persuade a group already singing with others to turn to them 
and perform with them. The metaphor here is: You have started 
singing with that group, but now it is time for you to turn 
around and sing with us. 
Because of cultural traditions and the semi-urban, semi-
rural condition of the country areae of Danxian (see Chapter 
2, Section 2.5.2 and 2.5.3.), the young folk are not as 
ignorant of what goes on around then as those in many other 
remote country areas of China. Being rather sensitive to, and 
aware of, social and political changes in their lives, 
diffsrsnt aspects of society and politics are reflected in 
their compositions. This forms an important characteristic of 
the song-texts of Ediang. The following are two examples. 
Ex. 5-9 (verse of Transcription Item 43) 
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(Translation of the verse: 
We must accept the guidance of the government. 
I am waiting for 1980 [to marry you]. 
When mechanization comes about. 
Then I will take you home in the Jiefang truck.) 
This Ediang was composed and sung in 1977 Without a 
knowledge of the special political situation in China at that 
time, the song-text is quite obscure. In 1977, after the 
death of Mao Zedong and the end of the Cultural Revolution, 
the Hua Guofeng government was at the helm. To win the 
people's confidence, Hua made some empty promises which 
included accomplishing comprehensive mechanization throughout 
the country by 1980. Although they did not actually trust 
Hue's boast, most Chinese felt that to expect something was 
better then abject hopelessness. This song reflects euch a 
dream of the young local people in the special circumstances 
of 1977. The youthful author expected the accompliehment of 
mechanization in 1980, and supposed that in that year he 
would marry his girl, taking her home in a Jiefang truck—the 
most popular Chinese make of vehicle. (At that time in China 
nobody could afford to buy a car, so that owning a car was a 
fantasy.) 
Ex. 5-10 (verse of Transcription Item 31) 
i ^ ^  o\, ^  If -^  , 
/x f:^  f^ /I ^ f 7iD , 
^ 1^. f 4 % T f. , 
: | ^ /x - ^ i i ^ ^ „ 
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(Translation of the verse: 
We really want to taste some fresh flavour; 
People have heard that there are lots of Ediang in 
your [male] house; 
You should buy some cassettes and send the 
recordings to us 
For the Ediang of 1981.) 
This song was composed at the end of 1980. At that time 
the Deng Xiaoping government was in power, and the "open-
door" policy and the new economic policy were being 
implemented. In some coastal arsas of southeastern China, a 
side-effect of the new policies was rampant smuggling of 
light-industry products such as cassette-recorders and TV 
sets. Because of its convenient geographical position and its 
fishing harbours (see Chapter 2) which are handy to Taiwan, 
Hongkong and Southeast Asia, Danxian became one of the most 
important places for landing, distributing, and trading the 
smuggled goods. As a result, in these areas the cassette 
recorder, which had previously been an unbelievable luxury, 
became a popular diversion. Some local young people started 
using it for recording their Ediang singing. The text of this 
example evidently reflects this aspect of local life during 
that time. 
Ex. 5-11 (verse of Transcription Item 58) 
^ %^ ~ /L '^ '^ I- . 
*© % -^ ^c^^^ i3 . 
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(Translation of the verse: 
Congratulations, 1988. 
I have loved and waited for you a long time. 
Like a bee waiting for the spring and seeking the 
blooming flowers. 
When the date comes that Hainan becomes a province, 
I would like to take you strolling around the 
gardens.) 
This is an Ediang song I collected in March 1988 during 
my second field trip in Danxian. At that time it was widely 
known that the "Hainan Administration Area" (belonging to 
Guangdong Province) would be officially upgraded to "Hainan 
Province" on 20th April of that year. This news became a 
popular topic in the local people's everyday conversation, 
and the young composers of Ediang quickly adopted it for 
their new compositions. 
This feature of the composition of Ediang texts makes it 
possible to identify the date of composition—a technique 
which can be applied in the historical study of Ediang. 
5.2.2 Rhyme Scheme, Tonal Pattern and Choice of Words 
The principles of rhyme and tonal pattern applied in the 
composition of Ediang verse are basically the same as those 
ussd in composing Danzhou Shange verse, but are not applied 
as strictly. The composers of the Danzhou Shange are mainly 
middle-aged and old people, while the participants in the 
composition and performance of Ediang are always young 
people, and the composition is more extemporaneous. These 
factors cause the composition of the verse of Ediang to be 
freer and more colloquial than that of Danzhou Shange. Strict 
literary rules and limitations are often ignored by the young 
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people in their composition, though the basic elements of the 
lyric are retained. In traditional Ediang the choice of words 
is as literary and elegant as in traditional Danzhou Shange, 
whereas in modern Ediang the words tend to be more 
colloquial. However, since the young composers are familiar 
with traditional verse, it is common practice that some 
passages (phrases or sentences) of traditional verse are 
adopted in their new compositions. Thus, even some classical 
Chinese words which are seldom used in modern conversation 
are still commonly used in modern Ediang compoeitions. In 
Danxian these words are also seldom used in everyday 
language, but the local youth have become used to applying 
them to their compositions. Such a text style, mixing 
classical and modern colloquial language, constitutes one of 
the special qualities of Ediang. This characteristic is an 
aid for scholars who may be attempting to distinguish texts 
of modern Ediang from those of most other Chinese modern folk 
songs whose texts are totally colloquial The following are 
ssvsral examples of classical words commonly used in the 
texts of modern Ediang. 
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Ex. 5-12 
Sample Meaning of word Equivalent in Example 
modern colloquial Item No. 
1% 'I ^4 meet 
J^  look for irX 2-4-
^ \p seek, chase li ^<^  ^4-, ^ r 
l|^ fall, drop 1 ^ T^  '^ ' ^^ 
fe? no, do not Tf^  ^^ 
5.2.3 Form 
The basic forms of Ediang verse can be generalized under 
the following three types: 
Form 1: Two-line verse, each line consisting of seven 
characters. 
Ex. 5-13 (verse of Transcription Item 19) 
(musical notes and bars are used to show the metre 
of the verse.) 
' The direct meanings of these three terms are the red 
cassia' , "the red cassia in the moon" and "the toad's 
palace". According to an ancient Chinese fairy tale, there is 
a goddess in the moon, living together with her red cassia 
tree and her toad. Thus, in classical Chinese these words are 
used figuratively to mean "the moon". 
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J .1 ) J J \ J J ] J i 
. ^ 
; J 
Tt ^4 
yc ;^ 
1 .1 J 
t^ ^ 
!t|' ^ 
1 J J 
t k 
k. 
J f II 
(Translation of the verse: 
It takes three years to wait for the fire to burn 
to the end of heaven; And then I can pick up the 
wood of heaven.) 
This form is most commonly seen in modern Ediang, seldom 
in traditional Ediang. 
Form 2: Four-line verse, each line consisting basically 
of seven characters. 
Ex. 5-14 (verse of Transcription Item 29) 
J J I ; J 1 J ; 1 .> ! 1 
J J I J ,1 I J J I ; r I 
; J I '• -' I J ; P ^ (1 
(Transcription of the verse: 
To sing Ediang you don't need to be invited; I have 
been able to sing very well since I was a child. If 
I sing together with you, we can sing the whole way 
to Beijing city.) 
Strict seven-character four-line form is not common, 
though It is found in both traditional and modern Ediang. 
Variations of this form are more often seen. These are also 
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four-line verses, consisting chiefly of seven-character lines 
intsrspersed with shorter or longer lines. (See Transcription 
Items 30 and 43 for examples.) 
Form 3: Verse longer than four lines, consisting chiefly 
of seven-character or five-character lines Interspersed with 
shorter or longer lines. The number of the lines ranges from 
five to several dozen. The modern Ediang verse is always 
shorter, normally consisting of fewer than ten lines, while a 
longer verse is commonly seen in traditional Ediang. However, 
no Ediang verse as long as several dozen lines has been 
found. The number of characters per line ranges from three to 
eleven. I have not found any cases with more than eleven or 
fewer than three characters per line. (See Transcription 
Items 14 and 15 for examples of the longer form.) 
5.3 Music of Ediang 
Basically, the Ediang can be considered as a xiaodiao 
style folk song type. Compared with the shange style folk 
songs (See Chpater 3 for explanations of these styles), 
Ediang songs are more like professionally composed art songs. 
They are more regular in the music (melody, rhythm, meter, 
form and so on) and after a new song is composed, it 
continues to be sung without change. Essentially these 
characteristics are absent from the shange style song types 
(refer to Chapter 3). The nature of the music of Ediang is 
smotional. Joyous, warm and rather exciting. However, the 
music is not unbridled in emotional intensity. Its tempo is 
moderate but not rapid; its rhythm is lively but not very 
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changeable; and its melody moves step-wise rather than by 
leaps. 
5.3.1 Scale and Mode 
Two types of scales can be observed in Ediang music: 
pentatonic and diatonic. Zhi is the most common mode observed 
in Ediang tunes; gong is less common. Shang and yu modes are 
also found in some tunes; Jiao mode has never been found. 
This is as in Chinese folk songs general lye 
Some further explanations are appropriate. 
The pentatonic scale is the basic scale used in the folk 
music of the Han people. In Han music, even a diatonic scale 
oftsn exhibits a pentatonic nature, pentatonic notes forming 
the base of the diatonic scale. In most diatonic tunes of Han 
folk songs, the non-pentatonic notes qing-Jiao and bian-gong 
occur in either of the following situations: (1) the notes 
are only applied as ornament or auxiliary notes, which can be 
easily distinguished from the main (pentatonic) notes of the 
melodic line; (2) one or more of the notes constantly appear 
in significant positions within a certain length of melody. 
Such a situation normally causes modulation. As a result, a 
non-pentatonic note actually becomes a pentatonic note of a 
new key or new mode, so that the new scale retains the 
pentatonic nature. Sometimes, non-pentatonic notes keep 
changing in successive parts of a tune. This can blur the key 
and/or the mode at these points. (Jiang Mingdun 1982:346-48.) 
These observations apply to Ediang as much as they do to 
Han folk songs in general. Some Ediang tunes are totally 
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pentatonic, as shown in Transcription Items 18 and 31. (The 
modes of these two tunes are: Item 18—G gong; Item 31—F 
zhi.) In some tunes non-pentatonic notes can be observed. For 
example, in Transcription Item 33 (the mode of this tune 
being F zhi), one non-pentatonic note, bian-gong, appears 
once as an auxiliary note (the second note of measure 14). In 
the case of this tune, however, one fact must be noted. When 
the local young people sing this tune, they sometimes sing as 
shown in the transcription, but sometimes the fourteenth 
measure of this tune is sung thus: 
$ ^ 
or 
^^m 
or 
^ ^ 
It can therefore be Inferred that this is originally a 
pentatonic tune. The only appearance of the non-pentatonic 
note, bian-gong, is caused by some singers incidentally 
lowering the note gong in their singing, so that the 
pentatonic tune becomes diatonic. The pentatonic nature of 
the melody is nevertheless apparent. More examples of this 
situation can be found in Transcription Item 27 (in measures 
8 and 10), and in Item 30 (in measures 18 and 20). Item 26 is 
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an example in which the constant appearance of a non-
pentatonic note causes modulation. The first half of the 
melody (i.e. measures 1-8) is in the pentatonic B* zhi mode. 
In the second half of the melody the note A^  appears 
frequently in significant positions. In B»» zhi mode the note 
A* Is the non-pentatonic note qing-Jiao. However, in the 
second half of the melody its appearance has caused 
modulation; in this part of the melody the key has actually 
changed to A^  and the mode is now E^  zhi. In the scale of E» 
zhi mode the note Ai> is a pentatonic note (i.e. the note 
gong). Thus, the whole melody is still pentatonic in nature. 
More conqslex examples can also be found, though they are not 
common. Transcription Item 48 is an example. The whole 
procedure of the modulation in this sample can be illustrated 
as follows: 
mode: C zhi C shang C zhi C shang C zhi C shang 
Measure: 1-19 20-31 32-35 36-45 46-52 53-59 
In the final cadence of this tune, the melody descends 
smoothly from the fifth above to the tonal centre and ends on 
the tonal centre. This is a typical melodic cadence of 
Chinese folk songs. In the cadence of this tune, the 
appearance of the non-pentatonic note E* is unequivocal in 
that it helps to complete the typical cadence. However, it is 
still evident that the whole melody is pentatonic in nature. 
One more thing that should be explained here is the use 
of key signatures in my transcriptions. Every transcription 
In this thesis is shown with a specific key signature. This 
is dons for two reasons. 
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1. My field work observations on Hainan, using a tuning 
fork and noting down the pitch level of every performance, 
established that every time a particular singer (or a 
particular singing group) sings any given song, he/she (or 
the group) sings it at the same pitch level. This fact is 
Indicated in my transcriptions by showing each song in the 
relevant "key". This phenomenon deserves further research and 
discussion. However, the kind of in-depth study that this 
would require lies outside the scope of this thesis (see 
"Scope" in the Introduction). I therefore do not pursue the 
issus here except to offer the above brief explanation of the 
practice adopted in my transcriptions. 
2. It is common practice among Chinese 
ethnomusicologists, and an aspect of the Chinese methodology 
adopted in this thesis, to show every transcripion at a 
spscific pitch level (i.e. with a specific key signature), 
according to the pitch of the performance as recorded and to 
the modal nature of the music. It is widely accepted among 
Chinese ethnomusicologists, that Chinese music—especially 
Han music. Including classical, traditional and contemporary 
folk music, both Instrumental and vocal—does generally have 
modal nature. (See e.g. Zhao Songguang 1965, Gao Houyong 
1981, Jiang Mindun 1982, Ye Dong 1983, Dong Weisong 1987.) It 
should be noted, however, that the modal nature of Chinese 
music is different in origin and characteristics from the 
tonal nature of European music (Liao Tianrui 1983:132-42, 
Zhao Songguang 1965, Dong Weisong 1987), and that the 
transcription is therefore not to be misinterpreted as 
implying tonal nature in the European sense. 
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I follow the view common among Chinese 
ethnomusicologists that the transcription of a folk tune must 
imply the modal nature of that tune (e.g. Dong Weisong 1987). 
A transcription is not only an objective record of the sound 
of the singing, but also a result of the transcriber's 
primary analysis of the tune. The key signature of the 
transcription implies this. For example. In Transcription 
Item 18, although neither F nor F sharp appears in the tune, 
the key signature of the transcription has a sharp on the F-
line as the key signature, implying that the mode of the tune 
is G gong (a gong mode with Q as tonal centre) and not G zhi 
or G shang or any other. The differences between the scales 
(both diatonic and pentatonic) of G gong mode, G zhi mode and 
G shang mode are as follows: 
2 
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The key signature actually implies which scale is used in the 
tune, even though the note(s) indicated in the key signature 
may not appear in the melody. Thus, in this example 
(Transcription Item 18) the key signature is: 
All of the transcriptions included in this thesis follow 
this principle. 
5.3.2 Tempo and Rhythm 
The tempo and rhythm of Ediang are largely determined by 
the circumstances of the performance. 
1. Tempo 
As described in Section 5 1, Ediang singing is 
accompanied by movements of the singers' hands. When singing, 
the singers of the same group join hands and swing their 
hands up and down (see Figures 18 and 19). The movements fit 
the rhythm of the songs, each movement corresponding to one 
beat. Commonly, the frequency of the movements is in the 
range of sixty to eighty times per minute, so that the tempi 
of the songs are normally from M.M.60 to M.M.80. It should 
also be noted that the tempo of the same song can be quite 
different in different situations or with different singers. 
Normally, at the beginning of antiphonal singing in a yeyou, 
songs are sung at a slower tempo. This is because at this 
stage the singers' emotional expression is relatively calm. 
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their body movements are relaxed, and the singing is rather 
exploratory. As the performance progresses and the singing 
becomes more excited, the songs are sung faster. 
2 Rhythm 
The rhythm of Ediang tunes is regular, syncopation being 
rare. The combinations of the following rhythmic patterns are 
common: 
Dotted rhythms may be found in Ediang, but they do not 
form the basic rhythmic pattern. In fact only two varieties 
of dotted rhythms exist in Ediang music:J J and j jh ; and 
these seldom appear consistently. 
As mentioned above, each movement of the singers' hands 
corresponds to one beat, the rhythm of the movements being 
regular and even. The body movements and the beats of the 
songs fit like this: 
movement of hand 
down-swing 
up-swing 
beat 
first half of beat 
second half of beat 
The matching movement can be illustrated in notation as 
follows: 
Ex. 5-16 
^ t J. t W ; 'T U H i t j/f 
*—*—4- n Uj''CJ u 
15^  
3. Pauses 
Pauses, both for long rests and prolonged notes, are 
common in Ediang songs. When a long rest or a prolonged note 
appears, it is always at the end of a musical phrase, 
sentence or period or at the conclusion to the whole tune. 
Most frequently these rests or prolonged notes appear in one 
of the three last-mentioned places. As with the tempo and 
rhythm, long pauses in Ediang tunes can also be attributed to 
the way in which the songs are performed. As described in 
Section 5.1, the procedure of an Ediang performance is very 
often also that of extemporaneous composition. In continuous 
singing, rests or prolonged notes provide an opportunity for 
the new verses composed by a member of the group to be made 
known to other members without stopping the performance. 
During these pauses the composer announces his or her new 
verses to the others. In addition the intervals are also 
"brsathers' , in which the composer can think up the next 
verse of the new song. The length of the pauses between two 
verses always depends on the singers' or composers' need. 
Sometimes the composer cannot think up the next verse 
quickly, so that the pause may last as long as a minute. 
However, if such a situation happens very often in a 
performance, the singers/composers will not be admired and 
will be perceived as less than good at their task. 
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5.3.3 Melody 
Ediang melody is based on the pentatonic scale and 
employs mostly conjunct movement, large melodic leaps being 
rare. This feature is actually common to most folk melodies 
in Southern China. However, if we examine Ediang melody on a 
wider basis, some distinctive phenomena stand out. 
As mentioned in Section 5.1, the singing and composing 
of Ediang are competitive activities. It is essential for 
each youth house to vary its repertoire from time to time in 
order to keep its songs fresh. The most common method of 
composition is to adapt other melodies. The adaptation is 
mainly from three sources: (1) from traditional Ediang 
melodies, (2) from some other modern Ediang tunes that are 
commonly heard, and (3) from other melodies that the young 
people have heard somewhere, e.g. traditional or folk tunes 
from other areas, modern professional compositions or even 
foreign melodies. The following examples show the situation 
clearl^. 
Ex. 5-17 
Melody 1, a fragment of Transcription Item 27: 
Wi m mt-rar- * * t Ll im I U ILU I 111 • ' § H** 
isrg 
Melody 2, a fragment of Transcription Item 32: 
^ ^ ^ 7 '^ If If 1 E=^ f I liJj' {in td—^ 
r f f_L *? r f I* I '^  r * ^ r n f 1 ijii U '^' u tzis. 
These two melodies display close similarities. However, they 
were composed and sung by two different youth houses. 
Ex. 5-18 
Melody 1, a song from the modern Chinese opera 
The White-Haired Girl, composed by professional 
composer Ma Ke, was one of the most popular songs 
throughout China during the 1960s and 70s. 
motiVe h\0 }i(\)€. 
• \ r 
LJLIIIULHILJLIIIIILJIUIJ 
l u u j i ^ ^ i ^ L i i M i D i ^ n ' i 
^ 
Melody 2, the tune of Transcription Item 45, 
which was composed and sung by the female youth 
house of Changshatian village in 1979: 
m 
mc ti'v/e 
:^^-2^ m ^ U i U ^ " ' JiLU m 
intftii/e 
a L i luUn i ld i j i r r iB 
fr''J'JiiiiJt]4l4 ;*-* 
^ ^ 
In Ex. 5-18, the motive of Melody 2 is clearly an adaption of 
the motive of Melody 1. 
l6o 
Ex. 5-19 
Tw-rve I 
_a £ ± 1 
^ ^ '> I U' U I u * - ^ « — * -
yjif I / ^m ^ +0- ^ ^ 
f i i u ^ i n • 
Tune 2 
; M [I 1)11' M u u ' l iU i ii 
f h' U Ic i'l' I .Hi^ lu' i 
^m s i ^ - ; : -* • *~ 1—*—1 * — I *^—V \ 1 r / / 
\ , n n n I, n [ " M f !•'' '' ' I I " '' I [)'' M 
Tune 3 
m f\ if ij K h'l (i li f 1''"L( 
( H i u j l M ' t i i u 1^-' '"^  
i J n I.., ri I j 1 b, : i 
^ 
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The tunes in Ex. 5-19 were provided by a local informant 
Wu Jiemin. According to him. Tune 1 is a piece of melody of 
the popular local instrumental music Paizigu (see Chapter 9, 
Section 9.3); Tunes 2 and 3 are from Ediang songs. Wu 
indicated that Tunes 2 and 3 are actually different 
adaptations of Tune 1. 
Wu Jiemin also mentioned that the melody of an Ediang 
song sung in 1941 was an adaptation of a Japanese song called 
"The Seashore Sentries" which was commonly taught in local 
schools after the Japanese occupation of Hainan in 1939. 
During that period he was a school teacher in Danxian. 
Ex. 5-20 was researched by a local cultural worker Zhou 
Jingkui (1988). He indicated that Tune 1 is the melody of an 
Ediang song sung in the 1920's and is adapted from Tune 2, 
which is the melody of the American song "Ten Little 
Indians". It was taught in the local school run by American 
Missions in Danxian in the early twentieth century. When 
these two tunes are compared, it becomes obvious that this 
Ediang song is actually a pentatonic version of the American 
song. 
The number of Ediang songs is vast and increasing 
constantly. On the one hand each tune is different and the 
music is continuously developed, enriched, and varied owing 
to the constant composing and adapting; and on the other 
hand, by adapting from one another and from traditional 
Ediang tunes, the new compositions inherit traditional 
melodic formulas and sustain common elements. When account is 
taken of these melodic elements, together with other common 
Ex. 5 -20 
162 
X.: 
i 
[•"•1 
11 
^-^ £• 
• ; : : ! 
3 
( 
« r - - - . 
C ^ \ 3 
I- ) 
(I 
^k 
4kSP 
C::; 
0* 
(V 
c 
3 
B 
E : : : 
f::: 
fl 
(\^f 
ff 
\ . 
:::i 
( : ; • ' • 
•3 
163 
characteristics, such as rhythm and form, the music of Ediang 
can be distinguished from other types of Chinese folk song. 
5.3.4 Sol-fa Vocables and Borrowed Verses 
In Chinese folk songs vocables are common. From the 
literal point of view, they can be generalised into the 
following two types: 
Type 1: Meaningless words (such as onomatopes) or words 
without definite meaning (such as interjections), for 
example, dong dong qiang (the sound of Chinese percussion 
instruments), aiya (alas), a (ah), hei (hey), etc. 
Type 2: Words with meaning used as meaningless vocables, 
for example, "yiduo huar kai" (a flower blossoms) or "geya 
qingqing" (oh brother my darling), etc. Meaningful words lose 
their meanings when they are used as vocables. 
It is common in China that folk singers compose their 
song-texts without taking account of vocables; the vocables 
are added when the songs are sung. If a folk singer is asked 
to recite the texts of his songs he recites only the verses 
proper unless specifically called on to recite the vocables 
as wello Chinese scholars discussing folk song texts often 
take no account of the vocables unless they are the specific 
subject of study This makes for clearer understanding, since 
it could be confusing to examine the verse mixed with 
incidental, changeable vocables. 
In the studies of the music of Chinese folk songs, 
however, vocables are often discussed in combination with the 
tunes. One Chinese ethnomusicolegist defines vocables as "... 
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a special ingredient of song-text, whose expressive 
significance is greater in respect of music than in respect 
of literature (Jiang Mingdun 1982:292). Another describes 
vocables as "... having significant function in the musical 
structure and forms of songs" (Geng Shenglian 1981:225). In 
some cases vocables help develop the musical form (for 
sxample, by extending a musical phrase or sentence, or 
forming an Introduction, transition, or coda). Thus they have 
significance in musical structure and consequently have 
significance in musical expreesion. However, it must be noted 
that in most Chinese folk songs, the significance of the 
parts formed by vocables is less than that of the parts 
formed by the verses proper. I.e. the meaningful components 
of the text. The usual situation in Chinese folk songs is 
that, some of the vocables and the melody to which they are 
eet are only scattered single or double syllables; others are 
longer pieces but each piece is not longer than a single line 
of the verse, and the total length of all euch pieces in a 
song is less than the total length of the parts formed by the 
verss proper. Thus, in most cases Chinese folk songs maintain 
their basic musical forms independently of the parts formed 
by vocables. 
Apart from the above-mentioned situation, in most Ediang 
songs composed in the last few decades the vocables include 
various types and play a very important role in the musical 
form. Indeed, without the parts formed by the vocables, these 
Ediang songs would lose their basic musical forms. This has 
bscome one of the distinctive characteristics of Ediang. 
Besides the above-noted vocable types 1 and 2, two more types 
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not previously observed in any other Chinese songs are 
commonly observed in Ediang. 
1• Sol-fa vocables 
This is a unique type of vocable, used more and more 
commonly in Ediang songs since the 1950's. They consist of 
ths syllables of the Western sol-fa system sung according to 
the melodies that fit them. Although the local people have no 
specific names for them, for convenience of analysis I shall 
rsfsr to them as "sol-fa vocables". In this thesis they are 
transcribed according to the English pronunciation but with 
8 7 instead of ti, following the local practice also common 
throughout China. Since they are sung according to the 
melodies that fit them, they are actually parts of theee 
melodies. For many Ediang songs, the musical form cannot be 
discussed without considering the role of the vocables. An 
examination of examples from Transcription Items 18 to 63 
shows the situation clearly. (In the transcriptions, song-
tsxts are transcribed in Hanzi or Chinese charactere; normal 
vocables are shown as charactere in brackets, and sol-fa 
vocablss are transcribed In English pronunciation, and also 
bracksted.) For example, in Transcription Item 29, the major 
structure of the song is formed by the verse, while sol-fa 
vocables form the melodic extension in each phrase. In this 
cass, the function of the vocables in the musical structure 
is supplementary. 
In Transcription Item 31, the function of the sol-fa 
vocables in the musical structure is clearly more Important 
than in Item 29. The sol-fa vocables form an integral phrase 
of the song. In the twenty-two-measure melody the verse fits 
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only nine measures while the remaining thirteen measures are 
formed from sol-fa vocables. Hence, the structural function 
of the vocables is greater than that of the verse. In 
Transcription Item 32, the first thirteen measures are formed 
by vocables: measures nine and ten are fitted with normal 
vocables while the others are sol-fa vocables. Only the last 
five measures are fitted with verse. Three-quarters of the 
phrasss of the melody are formed by vocables; without them 
the melody could not keep its basic form. 
As mentioned in Section 5.1, the use of vocables also 
provides time for the Ediang composers to compose new verses 
and announce them to their singing fellows in the Impromptu 
composition during yeyou. 
2. Borrowed verses as vocables 
Since the 1940's a special type of song-text, 
intermediate between verse proper and vocables, has developed 
in Ediang songs. In the impromptu composition during yeyou, 
the young people normally compose only a new verse and then 
sing it to a ready-made tune. There is no time to compose a 
long verss, so it is usually a two-line, or sometimes a four-
line, verse. However, the ready-made tune is normally longer 
than would fit the two lines of the verse, so the verse is 
oftsn repeated and/or vocables are added. Besides this, 
another ready-made Ediang verse may be borrowed to fit the 
melody as vocables. The borrowed verse is not considered part 
of the real verse of the new song, though it may be the real 
verss of another song. The purpose of borrowing it is simply 
to provide something to fit the longer melody, that is, to 
carry out the function normally served by vocables. The 
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meaning of the borrowed verse does not need to be related to 
the meaning of the real verse. A borrowed verse normally 
consists of at least two lines of verse, that is to say, its 
length is equal to, or greater than, that of the real verse, 
and its structural function in the musical form is also equal 
to, or greater than, that of the real verse In the song 
Transcription Item 23 is an example containing such borrowed 
verss as vocables. 
5.3.5 Form 
The musical forms of Ediang can be categorized as set 
out below. The major categories are two-sentence form, three-
ssntsnce form, four-sentence form, and longer form. In most 
cases, the verses may be partly or fully repeated, and 
vocables and borrowed verse may be added. 
1. Two-sentence form 
The two sentences in this form, with or without melodic 
extension, may or may not be mutually symmetrical. The form 
can be represented as: a b, or a ai . It usually fits a two-
Una verse, occasionally a four-line verse. The ways in which 
the lines fit the music may be generalized as follows: 
(1) For a two-line verse, each musical sentence fits one 
line of the verse, as shown in Ex. 5-21 
(2) For a four-line verse, the manner of combining the 
musical sentences with the verse is diverse, but in most 
cases the first musical sentence fits the first line of the 
verse and the second musical sentence fits the other three 
lines of the verse, as shown in Ex. 5-22. 
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(3) In the last few decades, a new style of combining 
musical sentences with verses has developed. The whole melody 
(two musical sentences) is repeated in atrophic style with 
two stanzas. Each stanza consists of a verse comprising one 
line of text, following, or followed by, a refrain of 
vocables or borrowed verse. The verse (both real verse and 
borrowed verse) and vocables are often repeated in part or in 
full. See Ex. 5-23. 
2. Three-sentence form 
This is the most common form for Ediang music, 
consisting of three musical sentences, with or without 
melodic extension in each sentence. Accordingly, the form can 
be represented as a ai b, or a b bi , or a b c, etc. This form 
fits two-line verses or four-line verses. The lines fit the 
music in diverse ways. Two examples are given in Ex. 5-24 and 
Ex. 5-25. 
3. Four-sentence form 
Four-sentence form is also common. In most examples of 
this form, two or more of the musical sentences are very 
similar, so that the form can be represented as a ai b c; or 
a b ai c and so on, but seldom as a b c d. 
This form normally fits two-line verses or four-line 
verses. As with the three-sentence form, there are several 
different ways in which the lines fit the music. For an 
example see Ex.5-26. 
4. Longer form 
A longer form consists of more than four musical 
sentences, and is normally based upon the above-noted short 
forms. It may consist of repeats of a short form, or it may 
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be a combination of various versions of a short form. A 
longer form is more often found among Ediang composed before 
1950. Examples can be seen in Transcription Items 14, 15, 48 
and 49. 
Summary 
From observation of the musical forms and vocables of 
Ediang, some noteworthy points can be made. 
1 Some aspects of the musical forms of Ediang deviate 
from the general pattern of Chinese folk music. Generally 
spsaking, the two-sentence form is typical of the folk songs 
of northern China, and the four-sentence form is more 
repressntative of the folk songs in southern China, while the 
three-sentence form is typical neither of the north nor of 
the south (although it is not uncommon) (Jiang Mingdun 
1982:123-126). Although Hainan is the southernmost island of 
China, the most common form in the practice of its Ediang 
music is the three-sentence form, not the four-sentence form. 
2. In most Ediang songs composed since 1950, vocables 
play an important role in the musical form, so that the forms 
cannot be discussed without considering the role of vocables. 
This situation also represents a departure from the general 
practice in Chinese folk songs. 
3. Viewed against the general practice in Chinese music, 
some characteristics of Ediang songs are unique: (1) the sol-
fa vocables; (2) the borrowed verse; and (3) the special 
manner of fitting verse and melody, i.e. breaking an integral 
verse into single lines, fitting the first line to the 
complete melody, using vocables and/or borrowed verse to 
supplement the lack of verse and complete the setting to the 
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melody, and then treating each remaining line of the verse 
strophically in the same way (e.g. Ex. 5-23). 
All of the above-mentioned characteristics are distinct 
from the general features of the music of Chinese folk songs. 
5.4 Historical Study of Ediang 
Owing to a lack of reliable historical resources, the 
origin of the Ediang and some aspects of its development are 
still unclear. However, following various approaches, certain 
clues can be found and some tentative conclusions drawn. 
5.4.1 Origin of Ediang 
Available information allows the origin of Ediang to be 
sought in three areas: the origin of the term ediang, the 
origin of the songs of Ediang, and the origin of the customs 
of Ediang. 
1. The origin of the term ediang. 
In Danzhou dialect the term ediang is pronounced as 
[&i eliaijl] (in IPA—International Phonetic Alphebet—readers 
may refer to recording items of Ediang for the 
pronunciation). The term is used by the local people of 
Danxian for the songs sung during yeyou. It consists of two 
morphemes [ £ ] and [ ^ iarv ]. In Danzhou dialect, [d>%^ ] 
means sound", while [ £ ] has no existence except in the 
term ediang. Thus Ediang appears to means 'the sound of £ ", 
but sven the local people themselves cannot explain exactly 
what [ £ ] means, because it has no independent existence in 
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their dialects. The syllable [ S ] does occur, uniquely, in 
the texts of Ediang, where it sometimes means sing", and 
sometimes is used as a noun equivalent to ediang. It is not 
ussd in any other context. In Mandarin (the Chinese official 
language) there is no meaningful syllable [ £ ] and therefore 
no corresponding written character. When speaking in 
Mandarin, local intellectuals commonly use the term diaosheng 
for ediang. In Mandarin, the precise meaning of diaosheng is 
"the sound of melody"; it does not mean "the sound of £ " 
Locals told me that the term diaosheng was used by some 
Mandarin-speaking visitors from the mainland in the 1950's 
and then adopted by the local people. It is a far-fetched 
"translation" for ediang, but I have not succeeded in finding 
a better one, so I too have adopted it when referring to 
ediang in Mandarin. 
To the present day it is still unknown where the 
morpheme [ g ] originated, what it means, or when it was 
first used together with diang to denote this type of song. 
Howsver, from my field work in the Han and Li areas of 
Hainan, and from my conversations with local informants, two 
facts emerge as possible clues to its origin. First, in the 
folk songs of the Li people, there is a common vocable g.. 
There is even a Li song tune named £. because this vocable is 
customarily used when singing it. (Item 1 of Appendix 1 is an 
example of a song sung in this tune; Recording Item 123 is a 
Li song containing the vocable £.) Second, throughout 
history, the Han people of Danxian hav^ been in constant 
contact with the Li people. Although more and more Li groups 
have been forced into mountain areas far from the Han 
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residential regions, some Han and Li villages are still close 
together. In such situations, acculturation occurs. Ganchong 
is one such Han village close to Li villages. In Ganchong 
thsrs is a special kind of Ediang called lai'e by the local 
people. In Danxian dialect, lai'e means "the e of the Li". It 
must be emphasized that the lai'e is Ediang, and not the 
songs of the Li people, although it is "the e of the Li" in 
name. Lai'e songs are sung in Danzhou dialect as are all 
Ediang songs. The local people believe that these particular 
Ediang originated from Li music, so they call them 77a'e—the 
e of the Li people. (Transcription and Recording Item 53 is 
an example of lia'e songs.) 
2. The origin of the Ediang songs. 
There are a few stories common among the local people 
concerning the origin of Ediang songs: 
(1) Both the yeyou custom and the Ediang music came from 
ths Li people. 
(2) Ediang first appeared at the beginning of this 
century. One hundred years ago there were two famous local 
scholars, Zhang Ji and Wu Deyi, who were unconventional and 
unrestrained. They used to have many sexual partners and 
compose many love songs. The Ediang derived from their love 
songs and was then used in conjunction with the yeyou 
activity. Some of their compositions are still preserved in 
the local people's song books. 
(3) In the coastal areas of Danxian County, fishermen 
like singing songs, and the Ediang originated from this. 
(4) More than one hundred years ago agriculture and the 
salt Industry were important in the Danzhou dialect areas. 
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Pedal waterwheels were commonly used for irrigation on the 
farms and for channelling water into the salt pans. Pedalling 
a waterwheel is tedious physical labour, so as a diversion 
from the boredom and weariness the labourers sang Danzhou 
Shange. But because the rhythm of the Danzhou Shange is 
rather free and drawn-out, and its music rather leisurely in 
nature, it was difficult to fit the singing to the rhythm of 
the pedalling. It therefore became necessary for the singers 
to change the nature of the Danzhou Shange to meet the needs 
of thsir labour. The result was a new type of song more 
melodic and lively and having a regular rhythm. Later on, 
young people adopted this type for their love songs, and sang 
thsm in the yeyou. 
I consider the last story the moet reasonable. One may 
spsculate that Ediang originated from Danzhou Shange, perhaps 
with some influence from the elements mentioned in other 
three stories. We may even suggest that the Erjuban is an 
intermediate stage between the Danzhou Shange and the Ediang, 
and that the three represent an evolutionary series. However, 
unti 1 the necessary further research has been done and more 
definite information obtained, the above idea can only be 
regarded as an hypothesis. 
3. The origin of the customs of Ediang. 
The customs of Ediang Include the youth house life-style 
of the local young people, the yeyou activity, and the 
related local marriage practices such as the separation of 
the young married couple until the wife has her first child. 
My research to date indicates that these customs have not 
been found anywhere else in the Han areas; indeed, they run 
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counter to the conventions and moral standards of the Han 
people. In addition, according to Chinese anthropology and 
folklore studies, and my own investigations on Hainan and 
some of the other relevant areas in mainland China, similar 
customs exist among the Hainan Li people (see Chapter 7, 
Section 7.3) and among many minority peoples of southwest 
China such as the Zhuang, Yi, Miao, Yao, Dong, Buyi, Jingpo, 
Jino, Mulao and so on (e.g. Yang Zhiyong et al. 1983. Yan 
Ruxian 1986, Yang Mu 1988b). Although the name given to the 
love song singing activity varies and the songs themselves 
are different, the customs connected with the activity are 
basically the same as those of Ediang. 
Of the above peoples who have these customs, the Li 
people are the aborigines of Hainan and are historically 
close neighbours of the Han people in Danxian; the others 
inhabit the southwest of China, from where the early Han 
migrants to Danxian came. 
From the above, a few tentative conclusions can be 
drawn. The Ediang customs have probably resulted from 
acculturation. They may have developed under the influence of 
some southwestern Chinese minority peoples (formerly close 
neighbours of the ancestors of the Danxian Han people) and of 
their present close neighbours on Hainan—the Li people. The 
history of the customs appears to be longer than that of the 
Ediang songs. Further research Is required to answer some 
remaining questions, for example whether, in its early 
stagas, the yeyou activity was accompanied by singing, and if 
80, what the music was like. The term ediang hints at Li 
Influence. The use of this term is probably an Indication 
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that the associated activity and customs developed under Li 
influence, though the music and verses of the songs stem 
basically from the Han people's own culture. Probably the 
music and verses derived from the Danzhou Shange about a 
hundred years ago, and subsequently absorbed elements from a 
complex of sources including folk songs of the Li and other 
peoples, compositions of local Intellectuals, professional 
compositions, and even songs from foreign countries. However, 
the evolution of the Ediang song from its embryonic stage may 
have taken a long time and its early origins may lie much 
further back. This matter also requires further research. 
6.4.2 Evolution of Ediang 
As mentioned before, one of the essential 
characteristics of the practice of Ediang is the desire of 
the young people to compose and sing new Ediang songs. Even 
songs popular one year may not be sung the next year. The 
young composers always like to adapt popular melodies and 
adopt current subjects for their new songs. As a result, many 
Ediang songs reflect the features of the time in which they 
were composed and sung. These song-texts contain traces of 
social events or fashions having currency over a particular 
period. This makes it possible not only to identify the date 
of composition and performance of some songs, but also to 
provids background information pertaining to the evolution of 
Ediang. For example, the text of an old Ediang song mentions 
that "the revolutionary army follows Sun Zhongshan, . . 
armsd with bombs capturing the town." Sun Zhongshan is Sun 
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Yatsen, first president of the Republic of China, who led the 
revolution that overthrew the last dynasty, the Qing, in 
1911. Thus, we can infer that this song was composed and sung 
in the late years of the second decade, or the early years of 
the third decade of this century During my 1981 field work, 
an old man of Dalan village, then in his late 70'8, sang this 
song for me to record. He said that it was sung when he was a 
teenager, a fact which confirms the above conjecture. 
Compared with today's Ediang, songs composed and sung in 
the early twentieth century were usually longer. The vocables 
were usually some scattered sounds that belong to vocable 
type 1, whereas the sol-fa vocable and borrowed verse were 
not employed. Many traditional Ediang show the same 
charactsristies, but it seems impossible to identify when 
they were composed and sung. For example, the traditional 
songs of Transcription Items 14 and 15 show the above-
mentioned characteristics, and their song-texts are basically 
in classical Chinese rather than in the modern colloquial 
However, no substantial details can be found to determine the 
dates of their composition. For this reason, and also because 
not enough Information has been obtained about other aspects, 
the earlier history of Ediang is rather unclear. However, 
some aspects of the evolution of Ediang in this century can 
be traced. The following are some examples. 
Ex. 5-27 Text of an early Ediang (from Wu Jiemin 
1986): 
183 
^ ^  Translation of the text: 
[male singers] 
Wearing silk gown and felt hat, 
and glasses with golden frames, 
standing with legs apart, 
swinging the body and singing Ediang. 
[female singers] 
Wearing jade bracelet and gold ring, 
my sweetheart, 
will you think it is nice if I have gold teeth? 
From the text it is evident that this song was composed 
in the 1920's. It is common historical knowledge that at that 
period it was fashionable for a gentleman to wear a silk 
Chinese gown and a felt hat (called limao, like a Western 
styls felt hat), with gold-framed glasses. Such a man would 
be regarded as respectable, rich, and intelligent. Similarly, 
in that period a female wearing a Jade bracelet and gold 
ring, and with gold front teeth would be regarded as a very 
rich and noble lady. Indeed, fashionable people of the day 
sometime wore glasses and had gold teeth fitted, whether or 
not they actually needed them. 
Once the period of this song has been determined, 
another fact can be established, namely that in the 1920's 
the performance of Ediang was conducted in the same way as it 
is today- The singers were "standing with legs apart, 
swinging the body and singing Ediang." 
By the same method, it can be determined that Items 48 
and 49 of the transcriptions are compositions from between 
1935 and 1945, because these songs deal with the Si no-
Japanese War during World War II. 
Transcription Items 43 (see Ex. 5-9 and the analysis 
following it) and 42 can be identified as composed in the 
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late 1970's; for it is evident that at the time of 
composition the Cultural Revolution had ended, the "Gang of 
Four had been arrested, and President Hua Guofeng was in 
power 
Similarly Item 31 was clearly composed in 1980, because 
the text reflects the smuggling that was prevalent during 
that year (see Section 5.2.1, Ex.5-10). 
The above identifications have all been confirmed by the 
local people who actually sang the songs in question at the 
times specified. 
Sol-fa vocables have been used more and more since the 
1950's; the earliest use of them can be traced back to the 
1930*s. The following is an Ediang with sol-fa vocables: 
Ex. 5-28 
k :^i± » i 
r ^ 'IJLJJ ULU m u 
f'A ^'% '^ '('t "A? V[ ^ %%.f 
^ I ^ ^ * 5 
k (d* re ***v <^o (m r« re so\ ) 
(Free translation of the verse: 
What are you going to sing for the Ediang? 
There is plenty of music newly composed. 
Do re mi do la la re re sol ) 
According to the singer, Zheng Zhaohui, this song was 
composed and in currency during the 1930's. He learnt the 
song at that time when he was a teenager at a local high 
school. 
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No Ediang songs with sol-fa vocables have been found 
which date from before the 1930's. In view of the social and 
cultural background of Ediang, it is reasonable to assume 
that sol-fa vocables were first adopted from the Western sol-
fa system into Ediang at the beginning of the 1930's. 
Traditional Chinese education, which started in Danxian very 
early—at least in the eleventh century (see Chapter 2, 
Section 2.5.2), had nothing to do with Western music and the 
sol-fa system. A few small schools were set up on the island 
in the late nineteenth century by Western Christian missions. 
Thsse schools probably included Western music in their 
curriculum, but the schools were few in number and none of 
them were in Danxian, so it is doubtful if they had any 
influence on Ediang music. As was generally the case in 
mainland China, in the 1910's and 20's Western style primary 
and sscondary schools were set up in the urban areas of the 
island, including the Danxian area (see Chapter 2, Section 
2.5.2). Music was taught in some of these schools along 
Wsstsrn lines, and it is likely that the sol-fa system was 
introduced in this way and gradually became popular, 
especially among the youth. Since the young composers of 
Ediang always liked to absorb any new elements into their 
songs, it is not surprising that they adopted the sol-fa 
system In Ediang singing after the 1920's. Nevertheless, in 
the 1930's and 40's sol-fa syllables were not commonly used 
in Ediang, Judging from the few extant examples. Sol-fa 
vocables have been used more and more since 1950, becoming 
very common in the 1970's and 1980's. Meanwhile, the use of 
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borrowed verse developed after 1950, and flourished in the 
1970's and 1980's. 
The general evolution of Ediang in this century can now 
be summarized as follows: 
1. By the first decade of the twentieth century, the 
Ediang already existed as a type of folk song, very popular 
in Danxian. Before the 1940's, longer Ediang were common 
(however, there were also quite a few short ones). In these 
Ediang each line of the verse usually fitted each musical 
sentence of the tune. Vocables were not important in the 
songs at that time. Sol-fa vocables appeared in the early 
1930's. 
2. During the 1940's, more short songs appeared. To fit 
a longer tune, a short verse might be repeated and vocables 
might be added. In some songs one line of the verse, with its 
repeats and/or vocables, fitted two or more musical sentences 
or even the whole tune. 
3. After the 1940's, besides vocables and repeats of a 
vsrss, borrowed verse was used and became common, especially 
after 1950. Meanwhile in the compositions real verses tended 
to become shorter, and two-line verses became common. 
4. In most of the Ediang composed in the 1970's and 
1980's, borrowed verse and sol-fa vocables became a 
significant part of the musical forms, usually even more 
significant than the real verses themselves. 
187 
5.4.3 Current Development of Ediang 
The decline of folk music has been a common phenomenon 
throughout China over the past few decades. The causes are 
many, including an unfavourable policy and attitude of the 
Communist government toward folk arts and activities, changes 
in traditional life etyle, and the influence of modern 
culture. All of these have been operative in Danxian; yet 
they have not caused any decline in Ediang music. Chinese 
convention, the law of the land, and the policy and attitude 
of the government are strictly against any sex outside of 
monogamous relationships. The local people of Danxian told me 
that the yeyou activity used to be regarded as an offence 
against decency and that the authorities had used propaganda, 
as well as compulsion, to stop both the activity and Ediang 
singing. But all of these efforts have failed to achieve 
their objective. The Ediang customs remain, and have actually 
become more vigorous, though during the Cultural Revolution 
they were temporarily suppressed. 
In China generally, folk songs are being supplanted or 
absorbed by various kinds of modern music such as pop or 
professional music; but in the case of Ediang, the situation 
is dramatically the contrary: the various kinds of modern 
music are being supplanted or absorbed by Ediang. As on the 
mainland, youngsters in most areas of Hainan no longer know 
how to sing their local folk songs; but in the countryside of 
the Danzhou dialect area this is not the case. While in other 
arsas folk music has declined continuously, in Danxian the 
Ediang singing activity has Increased and is flourishing. 
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During the past few years, under China's "open door 
policy", Hainan Island has been designated a special economic 
free zone, open to overseas. Consequently the economic 
conditions and living standard of the local people have 
visibly improved, and the Influence of western culture, such 
as disco dancing, pop music and modern style of dress, is now 
svident on the island. Disco music and dancing is no longer 
unusual, and cassettes of Western disco and pop music can be 
readily bought from local shops. In Danxian county, the 
cultural centre of the city even organizes frequent weekend 
disco parties in its dancing hall. Tickets are available for 
anyone to purchase. In Polang village in Danxian, I asked the 
members of the male youth house: "Do you know what disco is?" 
The boys immediately answered: "Oh yes, sure. We've used some 
disco steps in our own dances." Then they showed me some of 
their new Ediang songs and dances. After the performance they 
said: "Well, this is our disco!" Thus the young people have 
quickly learnt new ideas from outside cultures to enrich 
their singing and dancing. They now not only hook their 
fingers and swing their arms while singing; they also step 
with their feet in different ways, twist their waists, clap 
their hands, move and change their dancing formations, and so 
on. (See Figures 22 to 27.) 
At the time of my first field work in the area in 1981, 
all the villagers wore old-fashioned Chinese country style 
clothes (see Figures 9, 29 and 30), but by 1988 (the time of 
my second field trip) many of the young ones were dressing in 
a similar manner to the young people of Hong Kong (e.g. see 
Figures 18 and 47). In some villages the boys and girls 
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Figure 22 Ediang performance (new style) 
Figure 23 Ediang performance (new style) 
1?0 
Figure 24 Ediang performance (new style) 
'W'^^^ 
Figure 25 Ediang performance (new style) 
I"?! 
Figure 26 Ediang performance (new style) 
Figure 27 Ediang performance (new style) 
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dressed up in colourful clothes to show me their new Ediang 
songs and dances (see Figures 18 to 20 and 22 to 27). They 
told me that they now always dressed up as attractively as 
possible for the Ediang singing activity, because the 
activity was now not only a singing competition but also a 
sort of dressing competition. "Some male groups wear Western 
suits and leather shoes in performances," the young men in 
Polang village told me. In China today the Western suit is 
the most expensive type of clothing and is not everyday dress 
svsn for city people. In the same village when the female 
group gathered to sing Ediang for me to record and take 
photographs, I noticed that each of the girls had a little 
makeup on. In Xinzhou village, when a group of girls 
dsmonstrated their singing and dancing to me, each of them 
was wearing a moderate-sized Western-style hat, with hat-band 
and lace (Figure 27). They had probably acquired this 
"fashion" from classical Western movies they had seen. They 
told me that they spent their money on the costumes 
especially for the Ediang performance. I pointed out that 
there was no need to wear hats for Ediang singing since it 
always takes place at night, but they considered that the 
"modern fashion" made them look more attractive and was 
therefore necessary. All of these developments would have 
been beyond anyone's Imagination several years ago. (Refer to 
figure 9, showing the dress of folk-song singers of the same 
area in 1981.) This demonstrates how quickly and to what 
sxtent the local young people can adopt Western influences. 
It is significant that whereas in China generally. Western 
Influence has worked against and weakened the development of 
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folk songs, in the case of the Ediang such influence has been 
quickly adapted by the young people and has strengthend the 
development of the folk song activity. 
At the same time, the local government's attitude toward 
the Ediang singing activity has improved. Instead of banning 
it, the government now tries to guide it in a "healthy and 
moral" direction. In this they have clearly been quite 
successful. Recently in Danxian there were some huge 
gatherings for Ediang activity and competition which were 
officially or semi-officially organized. The local government 
provided prize money for the competition winners. 
Furthermore, folk festivals in which the local government 
cooperates are held several times a year In all these events 
hugs numbers of young people gather from many villages to 
sing Ediang. As mentioned before, however, in these cases the 
singing has become a sort of musical entertainment and 
competition, in which the boys and girls are satisfied with 
Just enjoying the singing and having social contact with each 
other. Another significant change I have observed is that 
many Ediang songs sung on these occasions have political 
content, such as praise for government policy. Transcription 
and Rscording Items 56, 60 and 61 are examples of this, which 
I recorded in March 1988. When I asked the singers why these 
song-texts Include political matter, they explained that they 
had been composed for the government-organized Ediang singing 
competition. 
This improvsment of the local government's attitude is 
in part due to the local people's attitude. From my field 
work I have found that most of the local people, including 
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some local officers of the government of Danxian County, are 
proud of their local culture, including Ediang. In the local 
governments of Hainan there are always some leading cadres 
ssnt from the mainland. Many local people and some local 
officers resent this, being dissatisfied with the policy and 
attitude of the high levels of governments on the mainland. 
They even consider that their island is treated like a colony 
of mainland China, and that the "colonialists"—the mainland 
government—do not respect them and their local culture. 
During my 1981 field work in Danxian, some local officers of 
the county government complained to me about the wrong 
attitude of their mainland colleagues and the policy of the 
mainland government, and expressed their appreciation of my 
respect for their local culture. To some extent, this 
attitude on the part of the island people helps resist the 
mainland government influence and preserve the local customs. 
Support from outside scholars may sometimes also be an 
element influencing the local government's attitude and it 
may eventually indirectly influence the development of the 
folk songs. During my 1988 field work in Danxian, a local 
cultural worker, Wu Jiemin, told me that he had represented 
the local people in negotiations with the county government 
to gain official approval and support for organizing a large 
Ediang singing competition. When the leading cadres were 
going to dismiss the proposal, he showed them my favourable 
report and publication on Ediang, written after my 1981 field 
work in the county Because the field wprk had been approved 
by the Cultural Ministry of the Chinese Central Government 
and the report had been sent to the Cultural Departments of 
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their provincial and county governments, and because I was 
then a journalist with the Broadcasting Ministry, the county 
government authorities found it difficult to ignore this 
support. They finally agreed to approve and support the 
competition. The competition turned out to be a great 
success. It has greatly encouraged the local youth in their 
Ediang activity and helped the development of this type of 
folk song. 
In the last few years, some local folk festivals have 
become regular annual events, in which large numbers of the 
local young people gather in the evening for the yeyou. In 
such events the number of singing groups is now usually much 
greater than previously, and the groups come from wider 
areas. This is partly a result of improved transport in the 
countryside of Hainan (see Chapter 2, Section 2.5.3). In most 
villages of Danxian, a type of motor vehicle, consisting of a 
tractor and a trailer covered with a tarpaulin, has become 
common (Figure 28) Using such vehicles, the young singers 
can now travel greater distances to participate in yeyou. 
They humorously call the vehicle their dapengche or "gipsy 
caravan" However, some singers also come to the events by 
bus or bicycle if they live far away. 
Some of the most popular local festival days, on which 
greater numbers of youth groups come for the yeyou, are as 
follows: (The dates are given according to the Chinese 
traditional calendar; the relevant areas are also indicated.) 
1. The second and third days of the Chinese New Year, 
throughout the country in Ediang areas. 
^'J6 
Figure 28 The dapenche in Xinzhou 
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2. The second day of the second month, in Haitou, in the 
far west of Danxian (see Map 4). 
3. The fifth day of the fifth month, in most villages in 
Ediang areas. 
4. The seventeenth day of the fifth month, in Sandu (see 
map 4). 
5. The fifteenth day of the eighth month, throughout the 
Ediang areas, especially in Mutang, Sandu and Zhonghe (see 
Map 4). 
5.5 Ediang and Erotic Musical Activity 
In China there are fifty-six different ethnic groups, 
each having its distinctive racial characteristics, history, 
culture and traditions. Of the folk songs in this multi-
racial socisty, the love song is one of the most important 
catsgories, and numerically the largest one. As shown in the 
case of Ediang, in many peoples of China the activity of love 
song singing is Inseparable from their sexual customs and 
practices. I refer to this sort of activity as "erotic 
musical activity". I define erotic musical activity as a folk 
activity whose overt basis is love song singing and/or 
musical performing but whose ultimate goal is love-making, 
and which is a part of the local sexual and marriage customs. 
In the opinion of some ethnomusicologists outside China (e.g. 
Uchida 1984), the activity also exists in Southeast Asia and 
Japan, but is considered to have originated in south China. 
The study of Ediang will provide some specific reference 
for the study of erotic musical activity. Similarly, study of 
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srotic musical activity as a whole will provide a better 
understanding of its individual cases, such as Ediang. The 
study of the activity as a whole, and the study of each 
spscific case of it are mutually reinforcing, and ultimately 
inseparable. 
For proper ethnomusicological purposes, the study of 
srotic musical activity involves an examination of the 
relevant background. However, in China the sexual customs 
connected with the musical activity are still a taboo 
subject. Although there are now quite a few publications 
dealing with love-song singing activities, their authors 
avoid referring to this significant social aspect of its 
background. This is mainly due to the restrictions of Chinese 
government policy and ideology, as well as the strongly 
conservative Chinese tradition. In addition, throughout 
history all peoples in China have been influenced by 
"civilizing" Ideologies, such as the Confucian, Buddhist, 
Muslim and Christian, which also regard sexual activity as 
obscene or sinful. The result is a conflict: while some 
peoples retain and enjoy such sexual customs, they do not 
like revealing this aspect of their life to outsiders. Even 
among themselves it is taboo to mention or practise these 
activities except under certain conditions. This situation 
has caused great difficulty for outside researchers wishing 
to conduct relevant studies, by making it extremely hard to 
collect thorough and authentic data. 
Nevertheless, essential information can be obtained by 
various means. In my study I obtained information mainly from 
my own field work and some secondary sources. In the past 
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twenty years (1967-88) I have travelled the country areas of 
most provinces of China. This enabled me to observe the life 
and customs of different peoples around the country; in the 
last ten years I was able also to undertake 
ethnomusciological field work on several occasions among 
diffsrsnt peoples in the southeast, northeast and northwest 
of China, including Inner Mongolia and the Tibetan Plateau. 
My major interest has always been the folk songs of these 
peoples and any relevant non-musical background. At the same 
time there are, in the fields of Chinese anthropology and 
folklore, publications dealing with the marriage customs of 
China's minority peoples (e.g. Wu Bing'an 1985 and Yan Ruxian 
1986). From such writings some relevant background 
information can be gathered for use in the 
ethnomusiclological study of erotic musical activity. 
Based on the information obtained from the above-
mentioned sources, erotic musical activity in China can now 
be surveyed, as follows. 
In China erotic musical activity has been observed in 
the Li, Miao, Buyi, Dong, Shul, Zhuang, Hani, Yao, Bai, Yi, 
Wa, Jingpo, Lagu, Dai, Kucong, Achang, Mulao, Hui, Tu, Shala, 
Yugu, Zang (Tibetan), Bao'an, and Dongxiang peoples and, in 
special cases, the Han people. (There may be other peoples 
among whom the activity exists, but I am aware only of the 
above cases.) The involvement of the Han people in erotic 
musical activity requires explanation. Although the love-song 
is one of the most important categories of Han folk songs, 
erotic musical activity is not in the mainstream Han folk 
song tradition. Except in the case of Ediang, the involvement 
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of some Han people in the activity is conditional. When 
neighbouring minority peoples hold a singing festival or a 
large gathering for the activity, some local Han people may 
also join in. They may even sing these love songs on certain 
other occasions as well, but the activity is neither a part 
of their marriage customs nor a part of their daily life. 
Erotic musical activity has been observed in the 
provinces of Hainan, Guangxi, Yunnan, Guizhou, Sichuan, 
Qinghai, Gansu and Ningxia (see Map 5) These areas can be 
grouped into two regions: the southern region covering 
Hainan, Guangxi, Yunnan, Guizhou and Sichuan, and the 
northern region covering Gansu. Ningxia and Qinghai The 
sexual and marriage customs connected with the erotic musical 
activity in these two regions are not exactly the same. In 
the southern region two particular customs are commonly 
found, namely, the public house for the youth, and the 
practice whereby after marriage the bride continues to live 
in her own village for years separate from her husband; in 
ths northern region these two customs are not found. However, 
other common essential elements of erotic musical activity 
exist in both regions. The following are some general 
observations about the activity:* 
1. The activity has been observed only in country areas; 
it has not been found in urban areas. 
2. The activity mainly exists in heterogeneous racial 
and multi-cultural areas such as the northwest and southwest 
* To avoid having the discussion deviate unnecessarily 
far from the topic of the thesis, only certain essentials are 
given here. More details and discussions can be found in 
relevant references, e.g. ZMWYG 1983, Yang Mu 1984 and 1988b, 
Lan Hong'an 1985, and Deng Rujin 1986 See Bibliography^ 
201 
of China; it is much less evident in racially homogeneous 
arsas, for example, it has not been found in most areas of 
central and eastern China which are inhabited by the Han 
majority. 
3. In some cases participants in the activity are of 
different peoples, while 1n other cases they are of only one 
ethnic group. 
4. The number of participants in a collective erotic 
musical activity varies from a small group to tens of 
thousands. In some ethnic groups the activity is practised 
only by unmarried young people, while in others it may 
involve different age groups, from older adolescents to old 
persons. However, in all cases unmarried young people 
constitute the majority of participants. 
5. The time and place for the activity also vary in 
diffsrsnt peoples. Some peoples never practise it inside 
their villages while others may practise it at a 
participant's home. However, it is commonly the case that 
peoples have certain fixed dates and places for holding the 
activity, such as folk festivals, when a large number of 
participants foregather. 
6. Although its ultimate goal is love-making, in most of 
the love songs sung in the activity the expressions of 
eroticism are often elegant and metaphorical, and not 
explicitly pornographic. Furthermore, not all cases of the 
activity culminate in free sex at the site. 
7. Recently, especially during the second half of this 
csntury, a significant new trend has gradually emerged in the 
erotic musical activity. Since the 1950's, the Chinese 
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government has been making efforts to ban or change some folk 
customs and activities which it regards as immoral or 
unhealthy. At the same time the "civilized" urban attitude 
toward sex and marriage has been increasingly adopted by the 
rural people and minority peopels. As a result, in many areas 
the erotic musical activity, which used to be held 
spontaneously, has been stopped or turned into a sort of 
govsrnment-organized collective social activity, combining 
political propaganda, country fairs, and musical 
entertainment. Although on such occasions people may still 
find opportunities for sexual contact, most participants are 
satisfied with just enjoying the singing or seeking 
monogamous courtship, but do not go on to practise free sex. 
8. Events of collective erotic musical activity with a 
large number of participants from different ethnic groups 
always provide good chances for contact and interaction 
between different cultures. The evidence is that in such 
cases cultural contact and interaction do occur (Yang Mu 
1988b). For example, in some cases peoples from different 
musical cultures not only participate in the same musical-
social activity but also sing the same type of song in the 
activity-
9. In addition to the case of Ediang of the Hainan Han 
people, there are certain other peoples, for which the 
practice of erotic musical activity actually lies far outside 
their own traditions and religions. Most of these peoples 
inhabit the northern region, and most of them have Buddhist 
or Muslim traditions. Among such peoples, the activity has 
survived vigorously, probably for centuries, despite the 
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conflict between it and their traditional and religious 
concepts. 
10. In the cases mentioned in point 9 above, the custom 
of erotic musical activity is probably a result of 
acculturation, which shows that a borrowed custom may 
conflict strongly with the tradition of its host culture, and 
yet survive and develop well. These cases may also show that 
cultural interaction sometimes occurs between geographically 
distant groups as well as close neighbours, and in some cases 
a less developed culture can have an overriding Influence on 
a more developed one. 
11. To some extent the results of my research contradict 
those of the Japanese ethnomusicolog1st Uchida Ruriko (1984), 
particularly in the following respects: 
(1) According to Uchida, there is a similar activity in 
Japan called "Utagaki", which she defines as "one of the 
folk-customs, in which boys and girls who have reached full 
age gather together in holy places, and after a banquet, 
singing and dancing, liberate themselve into free sexual 
relationship." and "There are two aims in this custom: one 
praying for a good harvest and the other a proposal of 
marriage." She cites the example of the Chinese Zhuang people 
as Indicating that the "Utagaki" is also held in south China. 
However, according to my definition and observations noted 
above, such activity in China, including that of the Zhuang 
psople, does not conform to UchIda's definition of "Utagaki"; 
for the activity does not always involve "holy places", "a 
banquet", "free sexual relationship" and praying for a good 
harvest". Judging from Uchida's definition and mine, the 
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Japanese "Utagaki" can be classified as a type of erotic 
musical activity but the erotic musical activity cannot be 
classified as a type of "Utagaki". 
(2) Uchida suggests that such activity has a limited 
geographical distribution corresponding to the "Lucidophyllus 
Forest Cultural Sphere", as defined by Japanse botanist 
Sasuke Nakao; however, my study indicates that the 
distribution of erotic musical activity in China is quite 
different. As Map 6 shows, the activity extends far beyond 
the Chinese part of the "LFCS", covering a much wider region, 
which is geographically and botanically very diverse. 
(3) Uchida concludes that in such activity "We can also 
find common musical character among the songs, such as 
antiphonal singing sung by groups or by individuals, five 
tone scales, and the tendency of free rhythms." However, I 
would point out that these characteristics are common to many 
different types of Chinese folk songs, and are not limited to 
the songs sung in the erotic musical activity- The songs sung 
in the activity show different characteristics between 
diffsrsnt peoples, and between different areas. In my view it 
is not, therefore, realistic to abstract any common musical 
characteristic unique to the songs sung in erotic musical 
activity. 
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Chapter 6 Jundiao 
6.1 Singing of Jundiao 
The term Jundiao means "tune of Jun", where Jun means 
"army" The Jundiao is a type of folk song sung in the Jun 
dialect. As noted earlier, the Jun dialect areas are like a 
few isolated islands in a sea of other dialects. The Jundiao 
is the only type of folk song found in these dialect 
islands , and is strictly limited to them. Danxian county is 
the main region containing these "islands As shown in map 
4, Jundiao in Danxian are present only in three isolated 
districts surrounded by the areas of the Danzhou Shange and 
Ediang. These Jun dialect areas can therefore be called the 
"Jun dialect/music islands" 
In this song type there are no new compositions. All 
Jundiao songs have been handed down from earlier generations 
and the local people do not know when they were composed or 
for how long they have been sung. Every singer declares that 
she learnt the songs from her mother or grandmother. Thus, 
there are no composers in the current Jundiao practice. 
The Jundiao songs are much smaller in number than the 
Danzhou Shange or Ediang songs. Only a few dozen Jundiao 
songs have so far been collected, including my own collection 
and those of the local cultural workers. The Cultural Centres 
of Danxian county and Zhonghe town have collected a few dozen 
Jundiao songs, but only in the form of the song-texts, except 
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in three cases where they have recorded the tunes. During my 
field trips (1981 and 1988) I tape-recorded and transcribed 
twenty-five Jundiao pieces.^ 
Except for a few songs sung by children of both sexes, 
Jundiao are sung only by females. Since there are no other 
types of folk songs in the Jun dialect areas, singing is 
simply not part of the life of the men In this region. 
However, being closely surrounded by the Danzhou Shange and 
Ediang, the men of the Jun dialect areas, especially the 
youths, do know and occasionally sing the Danzhou Shange and 
Ediang, but they sing those songs only casually, never 
joining in the formal performance of them. The youth house 
and yeyou practices are entirely non-existent in the Jun 
dialect areas. Unlike the situation in the Danzhou dialect 
areas, the folk culture and social customs of Jun dialect 
areas do not deviate from the general convention of the Han 
people of mainland China. 
The singing of Jundiao always takes place inside the 
home. The songs are sung in a soft, natural voice and no 
special skill or "technique" is required for the singing. 
Local females do not deliberately spend time to teach or 
learn these songs. Although they may on some occasions hear 
other women singing the songs, they do not formally teach or 
learn from one another People who know how to sing these 
songs have learnt, without any clear intention, in everyday 
life since their early childhood, from the singing of their 
^ For the transcriptions of my 1981 collection 
(ssvsnteen pieces), see Yang Mu et al. 1981:132-47 The 
transcriptions and recordings of my 1981 collection are held 
in the archive of the Central Conservatory of Music, Beijing; 
the 1988 collection is held by myself. 
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grandmothers or mothers. The singing is normally a leisure-
time activity or one accompanying a quiet occupation such as 
knitting, needle work, or minding children. It has not been 
found that women sing the songs together. Evening is usually 
a good time for the singing. Since there are no other 
cultural or folk activities (no youth house, no yeyou, and 
until a few years ago few films presented by project teams), 
life is rather boring in the evenings. When darkness sets in, 
the villagers stay at home and go to bed rather early Women 
may sing Jundiao to enjoy themselves with their children 
before sleep. During my field work in these areas in 1981, I 
visited several families in the evening. One scene in 
particular often springs to mind. By the dim lamp light, a 
grandmother sings in a soft husky voice, with her grand-
children snuggling up to her. Listening to the comforting 
sound of the singing, the children drowse off to sleep. 
Although the Jundiao may have been popular in the past, 
there seem to be few women today who really know a 
significant number of these songs. Neither the cultural 
office of the local government nor I have been able to make a 
statistical survey to find out just how many women can sing 
them and how many songs each singer knows. It may well be 
impossible to obtain such data because, unlike the Danzhou 
Shange which is often sung during public events for public 
entertainment, the Jundiao is sung only privately, by 
individuals at home. 
In January of 1981 I visited Zhonghe village, which, 
according to the local people, is the most representative 
Jundiao area. With the help of a local officer named Bu 
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Junbiao, I was able to visit two old women and record their 
singing. Seven years later, in March 1988, I undertook 
further field work in the same area. This time a different 
local cultural worker, Zhu Zhuangcai, accompanied me. At my 
request he managed to find two singers. When I was finally 
guided to their homes, I was surprised to find that they were 
the same singers that I had visited and recorded seven years 
earlier When I told Zhu this, he was also surprised. I 
believe that this was not mere coincidence. It probably shows 
that few women are still to be found who can sing a 
significant number of Jundiao songs. When I asked Zhu whether 
he could find some other singers, he answered that these two 
were the only ones he could find in the neighbourhood. 
Even these two singers had actually given up singing. 
They told me that they had no leisure time to sing. Since the 
implementation of the "open door policy" on the island, all 
the local people have been busy trying to earn more money 
(Yang Mu 1988a). Even these two old women no longer stay at 
home during the day to take care of their grand-children and 
hum the tunes; they now work outside, one having set up a 
small shop selling American cigarettes and the other running 
a fruit-stand. When I had visited them seven years earlier 
they had been quite willing to sing for me, but this time 
they both seemed reluctant. After finally persuading them to 
sing, Zhu explained to me that they were reluctant because 
they felt I was taking up time that they could have devoted 
to their business. This made me aware of the extent to which 
economic and social changes had affected the local people's 
attitude toward their folk culture. 
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6.2 General Description of Text and Music 
Based on the analyses of the above-mentioned Jundiao 
collections, a general description of the text and music of 
Jundiao can be given, as follows. 
As regards subject matter, the texts mainly include 
traditional style love songs, aspects of women's family life, 
simple traditional stories (not narrated in detail), and 
children's songs. These are also common subjects of the 
traditional folk songs of the mainland Han people, and most 
Jundiao verses are variations of those wide-spread on the 
mainland. All Jundiao texts are in verse, whose form can be 
summarized according to two types: the short form and the 
long form. The short form is a four-line verse; included 
under this form are some long songs comprising several four-
line verses sung strophically (see Transcription Item 65) 
The long form consists of up to about thirty lines of verse 
(see Transcription Item 64). In both the short and long 
forms, each verse line consists of seven characters. In a 
four-line verse, the last characters of the first, second, 
and fourth lines rhyme. In a longer verse, rhymes may occur 
at the end of each even line, or the rhymes may change in 
some lines. Vocables are not often used. Only some scattered 
vocables, belonging to vocable type 1 as described earlier 
(see Chpater 5, Section 5.3.4), are observed in some songs. 
Repeats of verses are not found. 
Musically Jundiao are in typical xiaodiao style (see 
Chapter 3). Unlike other types of folk songs on Hainan, the 
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Jundiao songs exhibit most of the features common to the 
mainland traditional xiaodiao songs, and thus have the 
appearance of an imported mainland type. The main features of 
Jundiao music are as follows. 
1. Only the pentatonic scale is used, which is in 
keeping with the general tendency in Han folk songs. 
2. The only mode employed is zhi, which is also the most 
commonly used mode on the mainland. 
3. Only two kinds of musical form are employed: the 
traditional Chinese four-sentence form and the long form. 
These are precisely the most commonly used and typical forms 
for traditional xiaodiao style Han folk songs on the 
mainland. The traditional Chinese four-sentence form is 
called "Qi-Cheng-Zhuan-He", i.e. "introduction (of the 
thems)-elucidation (of the theme)-transition (to new 
material)-summing up", and was originally borrowed from essay 
composition. In this form the tune comprises four musical 
sentences, in each of which the last note is determined by 
the following rule: the first musical sentence ends on the 
fifth (or the tonal centre) of the mode scale; the second 
sentence ends on the tonal centre (or the fifth); the third 
sentence ends on the second or the sixth of the scale; and 
the fouth sentence ends on the tonal centre. (Jiang Mingdun 
1982:196; Li Xi'an and Jun Chi 1985:2.) Transcription Item 65 
provides an example. This tune is in A zhi mode, and the last 
notes of its four musical sentences are: 
shang zhi yu zhi 
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that is: 
E 
Fifth (of 
A zhi 
scale) 
A 
Tonal Centre 
— B 
Second 
A 
Tonal Centre 
The same form can be seen in Transcription Items 66 and 67 
Ths last notes of the sentences in these two tunes are: 
A A F* A 
Tonal Tonal Sixth Tonal 
Centre Centre Centre 
The long form is a free extension of the four-sentence 
form or of a two-sentence form (see Chapter 5, Section 
5.3.5). Transcription Item 64 is an example of this form. 
4. The melodic contours are usually smooth; melodic 
leaps of big intervals inside a musical phrase are rarely 
found. The structure of the melody is rather simple. Although 
it is not strictly syllabic, no complex melismas or long 
notes are found in any tune. 
5. The rhythm of the music is also simple, and is 
basically regular. No complex combinations of rhythm have 
been observed. 
In comparing the Jundiao with the Danzhou Shange and 
Ediang, one can say that although all these three types 
belong to the Han culture which migrated to the island, the 
Danzhou Shange and Ediang have established their own 
distinctive local character, while the Jundiao retains in 
almost pure form the nature of the mainland Han culture. Like 
the Jun dialect, the Jundiao exists as a typical externa! 
culture of Hainan despite the influence of surrounding 
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cultures. Thus the Jundiao is, as it were, a living fossil of 
folk songs from the mainland. 
6.3 A Modern Change in Singing Style of Jundiao 
Local singers of Jundiao declare that all Jundiao songs 
have been handed down from earlier generations. They say that 
ths songs they sing today were sung in the same way by their 
grandmothers, and that their grandmothers had told them the 
same story. If this is true, it would seem that the Jundiao 
songs remain static. However, in my field work I have found 
three different styles of Jundiao singing, though the tunes 
may be the same. 
The following are my observations made in Zhonghe 
village of Danxian: 
(1) Recording Item 123 
Singer: 
Age of singsr: 
Status of singer: 
Place of recording: 
Time of recording: 
(2) Recording Item 64 
Singer: 
Age of singer: 
Status of singer: 
Place of recording: 
Time of recording: 
Mai Shulian 
82 
housewife, uneducated 
Zhonghe village. Danxian 
evening, 20 March 1988. 
Lin Yanxiu 
64 
housewife, uneducated 
Zhonghe village, Danxian 
evening, 12 January 1981. 
(3) Recording Item 65. 66 and 67 
Singers: 
Age of singers: 
Status of singers: 
Place of recording: 
Time of recording: 
Gao Qionghua and 
Lin Qixiang 
Gao 23, Lin 18 
Gao—local primary school 
teacher 
Lin—local high school 
student 
Zhonghe v111 age, Danx1 an 
morning, 13 January 1981 
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The above singers belong to different age groups. The 
oldest is Mai Shulian. Her singing is in almost a heightened 
spsech style. It sounds like verses recited melodlcally 
rather than songs sung musically. Her singing cannot be 
transcribed precisely into current Chinese or Western 
notation. The singing of Lin Yanxiu, who is younger than Mai 
Shulian, is more melodic and in more regular rhythm. The 
singing has developed further from the natural intonation of 
speech. It can be transcribed more correctly into standard 
Western notation. The singing of the youngest ones, Gao 
Qionghua and Lin Qixiang, is in such a modern style that it 
is entirely in keeping with the current professional music 
system. Its music—the measure, rhythm, pitch and so on—can 
be exactly transcribed into standard Western notation. It 
must be noted that these young people, unlike the older 
generations, have been educated in modern schools, and that 
the modern Chinese school education system, which is modelled 
on Western ones, includes Western style music courses. 
Because of modern school training, the musical tastes of the 
youth have deviated from those of the older generations. In 
their singing, the pitches and rhythms of the songs no longer 
closely follow the natural tendencies of speech; the melodies 
are independent of the song-texts. 
One detail in the singing of the "Song of the Twelve 
Months" (Transcription and Recording Item 65) is noteworthy 
The older women in the village sang the final cadence of this 
song thus: 
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However, the young singers changed the cadence of the last 
stanza thus:2 y 
rli 
* * /' ' >' J * # J 
To the school-educated girls with their taste for modern 
professional style music, the older women's way of singing 
this segment did not seem the correct way to end a song, so 
they changed the cadence to what they thought it should be. 
From the young generation's modern style of singing, there is 
reason to believe that following generations will go even 
further in this direction. It seems impossible that they 
might go back to singing as their grandmothers did A 
significant aspect of the change is that the modern style was 
not acculturated by the folk music of neighbouring cultures 
such as the Danzhou Shange and Ediang, but by the general 
influence of modern professional music through modern 
education practices. 
The above observation was, however, made in only one 
village and among only these four singers; to what extent 
these four are representative of the situation in general is 
2 However, the recording and the transcription given in 
this thesis include only two stanzas of this song. The 
original tape-recording of the whole song is kept in the 
library of the Central Conservatory of Music, Beijing 
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not yet clear. (For example, the heightened-speech-like 
singing of the oldest singer, Mai Shulian, could be due to 
her old age and have nothing to do with a particular singing 
style.) Because of the limitation on time and funds, I have 
bssn unable to obtain comprehensive comparative data for the 
study of this issue. Until further relevant investigation and 
rsssarch are completed, it cannot be confirmed whether these 
styles represent a general situation and tendency in Jundiao 
singing, nor how significant they are in the study of 
Jundiao; however, I believe that they are noteworthy 
phenomena in the study of Jundiao. One thing that is clear is 
that the texts of Jundiao are relatively stable. Singers, 
informants, and those who collect Jundiao verses as a hobby 
(e.g. the above-mentioned Zhu), told me that the singers 
never change the texts, and that they have not yet heard of 
any texts being altered. 
6.4 Proposal for an Approach in the Study of Jundiao History 
The task of tracing the specific history of individual 
folk song types is commonly considered by Chinese 
ethnomusicologists to be one of the most difficult in the 
study of Chinese folk song. To explore adequate methods for 
this purpose is therefore a very worthwhile undertaking. In 
previous chapters I explored methods focusing on links 
bstween music and the socio-cultural background, in order to 
trace the history of Danzhou Shange and Ediang. In this 
ssction I shall follow a similar line, proposing a 
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methodological approach for the study of the history of 
Jundiao. 
It is basic knowledge in Chinese music studies that 
Chinese folk songs are always sung in particular dialects^ 
and that the distribution of each type of folk song usually 
coincides with the distribution of the corresponding dialect. 
However, in the study of the history of Chinese folk songs it 
appears not to have been realized that in many cases the 
history of folk songs may be connected with the history of 
dialects, and that the study of dialects may therefore yield 
useful information for the study of the history of folk 
songs. I have found, in the Chinese ethnomusicological field, 
no relevant publications following this approach. The 
approach that Chinese ethnomusicologists commonly follow in 
the historical study of Chinese folk songs is based on 
studying historical sources such as literature, 
archaeological finds and historical records and writings. 
From such sources they pick up scattered information directly 
related to music. However, in my study of the history of 
Jundiao, the common approach has yielded no clear results. In 
historical sources I have found no direct information about 
the Jundiao, but there is information about the Jun dialect. 
Chinese dialectologists studying the history of the Jun 
dialect have already done a good Job; the origin and 
affinities of the Jun dialect are now fairly clear. 
Around the Ming dynasty (1368-1644), large numbers of 
Han people moved from the Central Plains (comprising the 
' An exception is the folk songs sung by modern 
professional singers in stage performances, which are often 
sung in Mandarin. 
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middle and lower reaches of the Yellow River) to the 
Southwest (including today's Guangxi province) Among these 
migrants were many army men and their families, i.e. the Jun 
people. Their military status was hereditary, and they were 
stationed in the Southwest by the Ming Imperial government. 
Thereafter, their dialect—Northern Guanhua (Mandarin)— 
remained and spread in the Southwest, thus forming 
Southwsstern Guanhua (southwestern style Mandarin), a variety 
of Northern Guanhua. In dialectological classification 
Southwestern Guanhua belongs to the Mandarin family. Some of 
these army men and their families, who had settled in Guangxi 
province and were speakers of Southwestern Guanhua, were 
later sent to Hainan, where they settled. Their Southern 
Guanhua dialect, thereafter called the Jun dialect, remained 
among their descendants on the island, but only in the few 
places where there were army stations—whence the present 
"Jun dialect islands" of Hainan (Zhou Zhenhe and You Rujie 
1986:30-35). The present inhabitants of these few "Jun 
dialect islands" still declare themselves descendants of the 
jun people—the army people. 
These few areas can equally be called "Jundiao islands" 
because the distribution of the Jundiao on Hainan exactly 
corresponds to that of the Jun dialect. Both exist as typical 
cases of external culture on Hainan. The Jun dialect and the 
Jundiao are heard nowhere on Hainan other than in these few 
islands". (Indeed, the Jundiao songs show much Central Plain 
colour.)* It is inconceivable that the ancient army people, 
* Generally speaking, local folk songs of different 
rsgions of China show different regional characters and 
flavours, commonly referred to by Chinese ethnomusicologists 
as "regional colours of Chinese folk songs". One of the basic 
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when they migrated to Hainan, should have brought only their 
dialect and no other aspects of their culture such as their 
folk songs. Considering all these elements, one can 
reasonably infer that the Jundiao originated from the folk 
songs of the Central Plain, and that, like the Jun dialect 
and other customs, the Jundiao was brought from the Central 
Plain via Guangxi by the army men and their families. Despite 
the influence of different surrounding cultures, the Jundiao 
remains in a relatively stable condition as a typical 
external folk song type on Hainan. Chinese dialectologists 
have noted and studied the "dialect island" phenomenon, but 
Chinese ethnomusicologists have generally ignored the similar 
musical phenomenon and overlooked its probable significance 
for ethnomusicological study. 
skills essential in a well trained Chinese folk song 
researcher is the ability to identify which "regional colour" 
a song shows. 
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Chapter 7 Folk Songs of the Li People 
7.1 General Observations 
The Li people themselves speak of their folk songs as 
falling into various types—slashing songs, ploughing songs, 
husking songs, love songs, songs for entertaining guests, 
songs for expressing happiness, boredom or sadness, songs for 
mourning a death, songs sung for amusement, wedding songs, 
congratulation songs, twelve-month songs, ritual songs, 
cradle songs, riddle songs, children's songs, songs for 
teaching children, and so on. 
For the convenience of my study, I broadly divide the 
above-mentioned song types into three groups according to 
their subject matter and social function, as follows: 1 
working songs, which comprise slashing songs, ploughing songs 
and husking songs; 2. love songs, which include all songs 
which the Li people temselves regard as love songs; and 3. 
other songs, which include all other types of Li songs. Only 
a small number of Li songs can be clearly identified as 
compositions of the last few decades. The Li people do not 
compose new songs in advance for musical activities or to 
compete with other singers. This situation differs from that 
pertaining for Ediang composition. The competitive composing-
singing situation seen in the case of the Danzhou Shange and 
Ediang has not been observed in the case of Li folk songs. 
Even when the singing is in antiphonal style, it is more a 
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case of simply singing in turn for all the singers' enjoyment 
than of competing against each other Impromptu composition 
may take place on any occasion, and some of these 
compositions may then be performed regularly and become wide-
spread. But almost all new composition is restricted to the 
text: the singers compose new texts to old tunes. During my 
field work I did not find one singer who had composed a new 
tune. It does happen that a singer may, while singing, 
casually alter a melody slightly, but it hardly ever happens 
that such a changed melody remains fixed thereafter as a new 
composition. This situation too is different from that of 
Ediang composition, which involves both text and melody. 
However, it is closer to the common practice of folk song 
composition in China as a whole, i.e. composing new texts, 
which are then sung to already existing tunes. 
Generally speaking, the Li people do not formally teach 
or learn their folk songs; rather they learn imperceptibly as 
part of everyday life. They hear folk songs being sung, 
gradually become familiar with them, and eventually sing them 
themselves. Some people especially keen on singing may ask to 
be taught new songs, but such teaching is always done in an 
informal manner. An example of this, from Zayun village in 
Qiongzhong county, is the case of Wang Muda (fifty-three 
years old in 1981), who said that as a little girl she would 
often ask older people to teach her folk songs she 
particularly liked. When she grew up she became a well-known 
singer, with an extensive folk song repertoire. Nowadays, 
however, most Li young people are no longer interested in 
their folk songs. In any case (except for the learning of the 
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shaman's magic songs; see Section 7.4 of this chapter), 
deliberate folk song teaching or learning is not common 
practice among the Li. 
In most cases, Li songs are sung either solo, or by two 
singers in antiphonal style. The Li people do not consider 
that their singing requires any vocal technique. Even in the 
case of Wang Muda, the process of learning consisted only in 
extending her repertoire not in mastering a singing 
technique. However, I have heard a singer singing a song in a 
vary special falsetto tone (refer to Recording Item 123). It 
sounds to me that this type of singing does require special 
vocal technique, yet the local people say that nobody 
formally teaches or learns this way of singing. Such falsetto 
singing is rarely heard today, but some old Li people report 
that it was not uncommon several decades ago. 
Strong Han influence is evident in Li songs. A 
significant number of Li songs are now sung in Hainan 
dialsct, the major dialect of the Han people on Hainan. 
Overall, most of these songs show characteristics similar to 
ths Han folk songs of Hainan, and some are actually Han folk 
songs. For example, of 109 Li folk songs collected by the 
Cultural Centre of Baoting County, only fourteen are sung in 
the Li language (eight of these fourteen are slashing songs, 
see Section 7.2 of this chapter); the remaining ninety-five 
are in Hainan dialect. 
Li folk music is in a state of decline, rendered the 
more serious by the fact that most of the younger generation 
no longer know how to sing folk songs or play folk 
Instruments. In my field work I have had great difficulty 
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finding anyone capable of playing a Li instrument, and I have 
not been able to find a Li folk song singer under thirty Li 
informants told me that most of their present-day young 
peopls do not know how to sing. As shown in the following 
sections, some Li folk customs and activities formerly 
connected with folk song singing now have ceased to exist or 
are practised without singing. 
7.2 Working Songs 
There are several different types of Li working song, 
each associated with a particular kind of work. 
Of all the types of Li working song I have observed, the 
most numerous and most often sung is the slashing song. 
Traditional Li agriculture operates on the swidden system, 
based on a variety of rice grown in dry soil in the mountains 
(see Chapter 2, Section 2.4.2) Before sowing the seed, the 
peasants slash and burn the chosen area of ground. The 
slashing work is called ku'ang or pe'ang, meaning "slashing 
the mountain", and takes place each March or April in 
preparation for the year's planting. At that time the Li 
people, often several together, slash the bushes, cut down 
any small trees, lop the branches off big trees, and then 
burn the area. They leave the ashes on the ground and wait 
for rain, after which they dibble the rice seed. While 
working at these tasks, they sing a type of song called, 
after the work itself, ku'ang, "slashing .the mountain". 
However, slashing songs may be sung not only when doing the 
ku'ang, but when doing any similar labour in the mountain. 
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Twenty-eight slashing songs have been tape-recorded and 
transcribed (Yang Mu et al 1981; Wang Pingkun et al 1982; 
and HLMZQY 1983). These cover only parts of the Li areas; the 
total number of slashing songs on the island may be estimated 
at a few times this figure. Nevertheless, local cultural 
workers and informants familiar with the Li folk songs 
expressed the belief that this collection is essentially 
rsprssentative of the Li slashing songs. It is on these 
transcribed pieces my analysis of the text and music of this 
song-type is based. 
All slashing songs are sung in the Li language. Their 
texts always have something to do with the ku'ang work. For 
example, a text may directly describe the work: 
Oh mountains, all this is our work: sharpening the 
knives, slashing the mountains, planting lots of 
rubber (Transcription Item 69.) 
Or it may express the singer's wishes about his work: 
Oh trees, you should lie down in a pile, like a 
bedding roll. (Transcription Item 72.) 
Or it may be addressed to the singer's work-mate: 
Why did you come so late? 
Is it because you were worried about your meal of 
river snail or fish cooking at home? 
Is it because you couldn't leave your sweetheart 
spinning at home? (Wang Pingkun 1982:16) 
Don't blame me for the delay; 
My village is far away. 
There is lots of work at home. 
(Transcription Item 71) 
Unlike the Danzhou Shange, where all songs are based on 
one basic tune, the slashing songs are diverse in melody. Yet 
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no matter how great the diversity, their music always shows 
csrtain shared characteristics, which can be summarized as 
follows: 
1. All slashing songs appear in typical shange style 
(see Chapter 3). Compared with xiaodiao style songs, slashing 
songs are often sung in a higher pitch tessitura, with some 
long, drawn-out notes, and the rhythm, metres and tempi are 
very free, not restricted in fixed patterns. (Refer to 
Transcription and Recording Items 68 to 72.) 
2. The scales of the music of the slashing song are 
basically pentatonic. Non-pentatonic notes can be observed in 
some cases, but the music always retains a pentatonic nature. 
Zhi, yu, gong, and j7ao modes have all been observed, but zhi 
and yu modes are by far the most common. Although varied in 
melody, slashing songs can still be sorted into two melodic 
groups: (1) Those in zhi or gong modes, which I refer to as 
yang modes.^ In these tunes wide leaps between the centre 
notes of the modes are common, and are sometimes decorated by 
smaller intervals. The '••I'T'H'J' music.J generally has a virile 
flavour. Transcription and Recording Items 68. 69, 70 and 72 
are tunes in this group. (2) Those in yu or Jiao modes, which 
^ The yang and yin mode system can be illustrated as the 
following figure: 
y7>7 modes 
gong zA7 7 shang yu j7ao 
yang mode 
The yin-yang concept is borrowed from traditional Chinese 
philosophy, medicine etc: Yang is the masculine or positive 
principle in nature, yin the feminine or negative. For a 
rough, and perhaps slightly far-fatched comparison. Western 
readers can think of the yang and yin modes as matching the 
Westsrn major and minor modes respectively (Zhao Songguang 
1965.) 
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I refer to as yin modes. These tunes typically exhibit a 
smooth, step-wise melodic contour and their musical flavour 
generally is more gentle. Transcription and Recording Item 71 
is an example of a slashing song in this group. 
Other types of working songs exist besides slashing 
songs, but they are not numerous. The husking song and the 
ploughing song are two types among them. 
Traditionally, the Li people store their rice in 
unhusked form, husking it as necessary for everyday use. Thus 
husking is a daily task. This work is usually done by the 
women, using wooden pestles in a large wooden mortar. With a 
small mortar, only one person can do the work; but often two 
or more women work together, using a large mortar The sound 
of the pestles striking the rice on the bottom of the mortar 
is interspersed with the sound of them hitting the sides. 
Together these form a lively rhythmic tattoo. Sometimes the 
husking is accompanied by singing. The songs are not 
numerous; in any one village and neighbouring area only one 
or two husking songs are likely to be found. 
The pitch of the melody is not high and the range is 
narrow, often limited to a fifth, but the music is lively, 
with a regular rhythm in keeping with that of the husking. 
Although husking is usually women's work, the men also know 
how to sing husking songs. Transcription and Recording Item 
73 is a husking song sung by a male singer. 
Ploughing songs are sung as the buffalo plough the wet-
rice fields. Often, instead of ploughing, the Li people just 
drive buffalo to trample the muddy field, and thus make it 
ready for transplanting the rice seedlings. The song-texts of 
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ploughing songs are always connected with this work, and are 
often addressed to the buffalo, calling on it to work well. 
Transcription and Recording Item 74 is an example of a song 
sung while driving a buffalo engaged in trampling the fields. 
To a large extent the survival of any particular type of 
folk song depends on the maintenance of its associated 
customs and life style. This is well illustrated in the case 
of the Li people's working songs. The traditional staple food 
of the Li people is dry-rice, and although they now 
predominantly practise wet-rice agriculture, they do still 
grow dry-rice. They use dry-rice for festivals, wine-making, 
and entertaining guests, and they retain their traditional 
method of cultivating it. Thus the swidden system remains and 
slash-and-burn work is still a common activity, which is why 
slashing songs are still heard more often than other types of 
Li songs. Some of the tunes of slashing songs have become so 
popular that they have been adopted for certain other types 
of Li songs. On the other hand, however, most Li villages now 
have electricity, and electric rice mills are not uncommon. 
Conssqusntly in these villages the young people have not had 
the opportunity to become familiar with husking work, and 
conssquently do not know how to sing husking songs. 
7.3 Love Songs 
Love songs are the most numerous type of Li song. They 
differ from other types of Li songs, in Jiaving no clearly 
distinctive common musical features. They have varied tunes, 
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and most are sung in Hainan dialect—evidence of strong Han 
cultural influence. 
Like many other minority peoples of China, the Li engage 
in erotic musical activity Their sexual and marriage customs 
ars similar to those of the other peoples who practise erotic 
musical activity. According to Li custom, when a child 
reaches the age of about fifteen (younger in the case of 
girls), the parents build a small house, separated from the 
family home, for him or her to sleep in. Such houses are 
thatched, like all Li houses, but are smaller and simpler 
than the family homes, being only large enough to sleep two 
or a few people. This type of house is called blonggui or 
tongkao, meaning "a house without a cooking stove". Typically 
a Li family has only one or two children. A grown-up son or 
daughter sleeps in the blonggui, alone or sharing with one or 
a few young people from other families of the same village. 
There are always separate male and female blongguis. A boy 
and a girl can visit each other, and may spend the night 
together in each other's blonggui. but they never share a 
blonggui- Even a son and daughter of the same family do not 
share the same blonggui; a family with a grown-up son and 
daughter must build two separate blonggui, one for each of 
them. The blonggui is always away from the family home, on 
the edge of the village, or near the family's dry-rice field, 
thus enabling the young people to take care of the crops and 
protect them from damage by birds and other animals. The 
blonggui serves the young people as a place for love making. 
In the evenings, young people visit one another in their 
blonggui, usually the boys calling on the girls. A youth may 
228 
visit his girl-friend alone, or may come with a few other 
youths, especially if there are two or more girls sharing the 
same blonggui Inside they sing love songs, play folk 
instruments, and talk. Sometimes the boys bring gifts for the 
girls. This sort of activity is called Ha (having fun), 
fezha (walking in the night), hlo plongkao (play in the bed-
room), and so on. Whether or not it involves sex is up to the 
partners; the activity is not necessarily directed toward 
marriage. Marriages are always arranged by the parents, but 
this does not prevent unmarried young people from practising 
the activity freely. According to Li custom, a newly-wed 
bride must return to her own village and continue living in 
the blonggui until she has her first child or even longer. 
The Li people's attitude towards sex is quite free; casual 
sexual relationships with one or more partners in the period 
of blonggui life are considered acceptable. A husband always 
trsats the first child borne by his wife as his own, and the 
society does not discriminate against it. 
In addition to the above occasions, there are certain 
folk festivals in which great numbers of Li people gather in 
particular places, singing love songs to one another and 
finding sexual partners. It is generally supposed that only 
young adults participate In such gatherings, but in fact, 
although most participants are young, there are always people 
of all ages taking part. Some such festivals run for several 
days. People bring their own food, arriving and leaving at 
different times, but few stay at the site for the whole 
period. The dates of such festivals vary in different areas. 
Traditionally some of the most popular festivals are held on 
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the third day of the third month, the fifth day of the fifth 
month, and around new year. (All these dates are according to 
the Chinese traditional calendaro ) 
The love songs sung during the erotic musical activity 
vary, but some tunes may be sung more often than others with 
Impromptu texts. Most of the tunes are named after the 
distinctive vocables habitually sung with the tunes, 
regardless of the texts. For example, there is a tune called 
E, in which the vocable e is always used, regardless of the 
texts associated with the tune (refer to Appendix 1, Item 1); 
another tune is called Loni because in this tune the vocable 
loni is always used; and the tune Guenlong is so called 
because the vocable guenlong is always used when singing it. 
Some tunes are named in other ways, for example, after the 
places from which they are believed to have come. 
Beginning in the early 1950's, the Chinese government 
tried, by various means, to change or even eliminate the 
sexual customs of the Li people, partly because these customs 
were contrary to the government's ideology and the 
conventions of the Han majority, and partly because sexually 
transmitted diseases were widespread among the Li people. 
Consequently the erotic musical activity, and with it love 
song singing, have been seriously affected and curtailed. 
They were totally banned during the Cultural Revolution, but 
have since partially resumed. The government no longer 
prohibits these activities, but rather tries to guide them in 
a direction which it considers right and moral. As in the 
comparable cases described in previous chapters, the 
collsctive erotic musical activity of the Li people has 
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gradually become a semi-officially organized event, mixed 
with entertainment, trade, and political propaganda. 
On the other hand, the custom of the blonggui activity 
remains, though the associated folk song singing has 
diminished significantly and most Li young people nowadays do 
not know their folk songs. In 1981 I visited a famous Li 
singer, Fu Qixian, who had a son, Fu Xuedong, then about 
sixteen years old. The younger Fu, who was in his final year 
of high school at a small town about ten kilometres from 
their village, voluntarily acted as my interpreter and looked 
after me generally. Although the father was the best-known 
singer among the Li people, the son, who shared a blonggui 
with another boy of similar age, could not sing a single 
song. The father complained to me that no young people were 
able to sing folk songs or were even Interested in singing. 
However, this seemed not to worry the boys at all. 
As mentioned earlier, the Li love songs are numerous and 
vsry diverse. Nevertheless, the music of these songs can be 
broadly generalized into just two styles: the shange style 
and the xiaodiao style. The shange style songs are freer in 
rhythm and meter, often higher in pitch or with more long-
drawn-out notes; the xiaodiao style songs keep more regular 
rhythm and metre, are often lower in pitch, and show more Han 
influence. Transcription and Recording Items 75, 77 and 79 
ars examples of Li love songs in the shange style; Items 76, 
78 and 80 are examples in the xiaodiao style. 
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7.4 Other Li Songs 
In addition to working songs and love songs, there are 
many other types of Li folk songs, none of them numerous. The 
more Important types are as follows. 
1. "Song of the Twelve Months". 
The distinctive feature of this type of song is its text 
rather than its music. Tunes sung in different villages may 
vary, as may also the contents of the song-texts; but they 
are always called "Song of the Twelve Months" and the song-
texts always consist of twelve stanzas, each relating to one 
month (of the Chinese lunar calendar)—the first stanza to 
the first month, the second stanza to the second month, and 
so on. 
All twelve-month songs are sung in Hainan dialect, not 
in Li language; Indeed, the twelve-month song is a typical 
and common style of Han folk song throughout China (refer to 
Transcription and Recording Item 65, which is one of the 
Jundiao songs of Danxian). As on Hainan, so throughout China, 
ths tunes of this type of folk song may vary in different 
areas but the song-texts are always in the same twelve-
stanza/ twelve-month form. Chinese ethnomusicologists commonly 
classify twelve-month songs as being in xiaodiao style; the 
twelve-month songs of the Li people have characteristics in 
keeping with this classification. Item 2 of Appendix 1 is an 
example of a Li twelve-month song. It is sung in Hainan 
dialect (a Han dialect). (Whereas most twelve-month songs 
sung by the Li show strong Han Influence in music as well as 
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text, this one is sung to a traditional Li tune, the Lon7 
tune.) 
2. Songs for expressing happiness, sadness, boredom, 
etc. 
Like the twelve-month songs, these songs are sung in the 
Hainan dialect. The tunes vary from region to region but all 
are in the xiaodiao style. This song type further resembles 
the twelve-month song in that its text usually has twelve 
stanzas, which is one of the traditional text forms of Han 
xiaodiao style songs. An example is given in Item 3 of 
Appendix 1. 
3. Story songs. 
The Li people have many folk stories, some of which they 
relate in their folk songs. Many of them are sung in Hainan 
dialect. The rhythm is simple, and the melody is smooth and 
liss within a narrow range. Tranecription and Recording Item 
81 is an example. 
4. Ritual songs. 
As mentioned in Chapter 2, the Li people believe in the 
existence and power of various spirits and devils. Until the 
1950's they relied on shamans to drive out evil spirits and 
cure the sick. There were two types of Li shaman, the pa7u 
and the pachan. The pa7u was male, while the pachan, though 
supposed to have a female role, was always in fact a male in 
female dress. A shaman had to have special knowledge and be 
master of the requisite magical skills, including magical 
dancing and singing. The singing was a chant in recitative 
style; an example is given in Transcription and Recording 
Item 83, which is a fragment of a palu chant for driving out 
evil spirits. Tunes of shaman's songs were repetitious, and
the meaning of the song-texts was known only to the shamans
themselves.
As part of the knowledge and magic that a shaman had to
master, the magical singing associated with the role required
special teaching and learning, a situation contrasting with
that for most other types of Li songs. The knowledge and
skill required to gain pa7u or pachan status was not easily
learnt. According to anthropological findings, it was usually
passed on by a shaman to his son or to a close relative. A
youth might take ten years to learn it before being
recognized by the villagers as a skilled shaman and allowed
by his teacher shaman to perform independently in rituals
(ZSMSLDZCCB 1986:64-66). Many older Li people can imitate the
singing of the magic songs because they have frequently heard
them sung by shamans during rituals, but they do not know the
exact meaning of the song-text. The above-mentioned
Transcription and Recording Item 83 is sung by an ordinary Li
person, not a shaman. Usually a shaman was middle-aged or
older. Most of the time he worked like any ordinary member of
the community, taking on his part-time shaman work only when
the need for his magic practice arose, as when somebody in
the village fell sick or when there was some other event that
required a magic ritual. Details about the Li shamans and
their activities can be found in relevant anthropological
reports (e.g. Odaka 1942:82-86; ZSMSLDZCCB 1986). The shamans
and their activities were banned at the time of the Cultural
Revolution and the tradition has never been revived. Young
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people are no longer familiar with such matters and do not 
know the ritual songs. 
5. Cradlesongs 
Cradlesongs are sung to lull babies to sleep. Also, it 
is ths custom in some Li areas that when a baby is born, all 
the women of the village gather in the mother's house and 
sing cradlesongs to the baby in a serious manner. The music 
is in a regular and simple rhythm, the melody is smooth, in a 
narrow range, with frequent repeats, and the songs are sung 
in a soft voice. Transcription and Recording Items 84 and 85 
are two examples. 
6. Wedding Songs 
A wedding is always an important event in a Li village. 
It is held in the bridegroom's village, and involves all the 
villagers, as well as many people from the bride's village. 
Traditionally, the bridegroom's family prepares a banquet and 
is expected to entertain the visitors. Many ritualized events 
take place; for example, a senior person prays for the 
couple's happiness and good luck, the bride does some 
symbolic house or farm work in the presence of the guests, 
women from the two villages together act out husking work, 
and so on. Some of these events are accompanied by singing. 
Item 4 of Appendix 1 is one of the songs commonly sung on 
such occasions associated with Li wedding customs. Its text 
concerns chicken-bone divination. As mentioned in Chapter 2, 
Section 2.4.3, the Li have faith in divinations, and use 
chicken bones to divine almost anything, .including decisions 
about marriages. Although young Li people are rather free in 
their sexual practices, their marriages are arranged by their 
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parents. Traditionally, when a child is only a few years old, 
his or her future spouse is chosen by the parents and the 
engagement is confirmed. At this time the girl's parents kill 
a chicken to practise divination with the express purpose of 
testing the future prospects of the match. If they find that 
the holes in the two leg-bones of the chicken are identical, 
it will be a happy and lasting marriage. If the bones do not 
exhibit this propitious omen, they may kill another chicken. 
If inauspicious results are obtained after killing five 
chickens, then custom decrees that the engagement should not 
be confirmed. Later, during the wedding proceedings, the 
husband's family performs the same divination again, at the 
banquet held on the second day of the wedding. However, this 
time it is only a formality, as the Li people say that the 
result will never be different from the one obtained before 
the engagement. After the divination, they sing the song 
recorded as Item 4 of Appendix 1. Then a woman places two 
bowls of the same size together, mouth to mouth, symbolizing 
that the newly married couple will live in harmony forever 
As shs does so, the other people at the banquet sing another 
song in unison. The text of the song is about the bowls and 
the newly married couple but the tune is the same as the one 
sung after the divination. 
After these events, the banquet continues as a prolonged 
feast with drinking and singing. Normally such a wedding 
banquet lasts two days. The Li people make a sweet rice-wine 
and a strong potato-wine, and though they normally do not 
drink much, at banquets all of them. Including the children 
and old people, abandon themselves to heavy drinking. As they 
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drink, they sing songs to one another. Most are love songs, 
though any other suitable types of folk songs, such as songs 
sxpressing happiness and songs narrating stories, may also be 
sung. Because of this, it would not be appropriate to attempt 
to identify common characteristics of the songs sung at 
weddings. 
The following is a fragment of a description of such a 
wedding-drinking-singing feast; it is quoted from a report of 
anthropological field work undertaken in January 1957 
(ZSMSLDZCGB 1986:54): 
While drinking, the young people sing songs in 
antiphonal style. The groom's male guests can make 
fun of the women from the bride's village without 
restraint. Such fun may continue all night long. 
Any young couples who, become attracted to each 
other during the banquet can leave for the grove to 
talk love.... Next day, the bridegroom's family 
kill oxen and pigs (in modern times mainly pigs) to 
entertain the clanspeople and relatives of both 
bride and groom. At the banquet, males and females 
enjoy themselves to the full. Those who become 
drunk lie on the ground and when they wake up they 
join the drinking again. The revelry continues into 
the night. 
I obtained the above-mentioned relevant information from 
the local people (informants' names and addresses are 
included in Appendix 2), as I had no opportunity to actually 
observe a Li wedding during my field work on the island. I 
was, however, able to experience a rather similar occasion, 
namely that described below. 
7. Songs for entertaining guests 
The Li people are very hospitable. When visitors come 
they like to entertain them with wine and good food For 
important guests they may hold a banquet, sometimes even 
involving the whole village. As at wedding banquets, various 
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songs are sung on such an occasion. Some of these are 
intended especially for entertaining the guests, for example 
urging them to drink. Item 5 of Appendix 1 is such a song. 
However, at entertaining banquets such songs are not 
necessarily always sung. (As will be mentioned in the 
following, no entertaining songs were sung to me when I was 
entertained by the Li villagers.) Other kinds of songs may be 
sung as well, including love songs, story songs, or indeed 
any type of song that is not inappropriate to the occasion. 
During my 1981 field work I visited Xifang village in 
Dongfang county, where I was treated as an honoured guest and 
entertained by the villagers. Just beginning to recover from 
the chaos of the Cultural Revolotion, they could not afford 
to kill any of their cattle for a banquet, but they 
nevertheless did try hard to provide me with the best food 
available. All the village leaders and their wives attended. 
Thsse were all middle-aged and older people. As is common 
practice at Li banquets, the table was set on the ground 
outside the host family's house, and everyone brought his or 
her own eating utensils, as well as some rice or other food 
for the host family. Much wine was provided and I was coerced 
into joining in the drinking, which began at 11 a.m. and 
continued late into the night. 
After a few drinks people began singing in turn. The 
singing was done in a very casual manner, and it appeared to 
me that on such an occasion almost any song can be sung. The 
singing stopped only when everybody had become very drunk 
late in the afternoon. But the drinking did not stop, it 
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continued into the night, ending with some of the revellers 
asleep on the ground. 
In addition to the specific types listed above, there 
exist some other varieties of Li songs that are sung less 
often. Examples are given in Transcription and Recording 
Items 86 to 91. 
As mentioned before, the music of the Li people has been 
strongly influenced by that of the Han people on the island, 
through two thousand years of Han dominance. This is more 
evident in the Li folk songs than in their instrumental music 
(see Chapter 9) Most Li folk songs are now sung in Hainan 
dialect (the major dialect of the Han people of Hainan), and 
many Li folk songs actually have tunes identical with, or 
similar to, the tunes of Han folk songs. In view of this, 
these Li songs which are more distinct from the Han folk 
songs, such as the Li slashing songs, are correspondingly 
more significant for a study aimed at discovering the native 
characteristics of the music of the Li people themselves. In 
this respect, the slashing songs are valuable, and worthy of 
further research. At the same time, further study of the 
influence and interaction between the Li and Han cultures 
through their music is also important. In previous chapters 
(chapters 4 to 6) the major folk song types of the Hainan Han 
people and their possible links with the Li culture have been 
discussed in considerable detail In the following chapters, 
we shall examine other types of the foLk songs of the Han 
people and of other peoples on the island, as well as the 
instruments and the instrumental music of both the Li and the 
Hainan Han people. 
239 
Chapter 8 Other Songs 
In addition to the major song types discussed in 
Chapters 4 to 7, there exist many other types of folk song on 
Hainan, all of which are, however, numerically much less 
significant. These minor types will now be discussed. 
8.1 Folk Songs of Lingao County 
Lingao is a county in north Hainan (see Chapter 2, 
Section 2.6.2 and Map 3) In the coastal areas of this county 
the people live by fishing, while in the inland areas 
agriculture is the main means of livelihood. The folk songs 
of Lingao are not as numerous as the Danzhou Shange or 
Ediang, but they have their own distinctive features. 
The texts of the Lingao folk songs vary, but are always 
sung to certain fixed tunes. The tunes sung in the coastal 
areas are different from those sung in the inland areas. The 
most popular tunes are: 
In coastal areas: Lilimei, Noimali, Nabong, Yaolai and 
"Tune of Chasing Fish"; 
In inland areas: Langtan, Alo'a, Longmoli, Boimoli, and 
"Tune for Response Singing 
The local people of Lingao customarily regard songs sung 
to each one of the above tunes as an individual type of 
Lingao folk song. Of the tunes, Lilimei, Noimali, Alo'a and 
Longmoli are named after the specific vocables always used in 
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the corresponding texts. For example, when a song is sung 
with the Lilimei tune, the vocables li-li-mei are always 
inserted in the song-texts, regardless of the verses. The 
"Tune of Chasing Fish" is so named because it is usually sung 
by fishermen while working at sea. The "Tune for Response 
Singing" is probably used for antiphonal singing, for songs 
which answer each other I have not been able to obtain 
reliable information from the local people on the derivation 
of the names Nabong, Yaolai, and Boimali. 
In Lingao, folk song composition is usually done 
impromptu. However, the composition involves only the song-
tsxts: the people improvise new texts and sing them to one or 
another of the ready-made tunes. Individual songs are not 
given specific names; the people refer only to the names of 
the tunes. For example, if a text is sung to the Lilimei 
tune, it is referred to as Lilimei, even though many other 
texts are sung to that same tune and are also called Lilimei 
Unlike the compositions of Danzhou Shange and Ediang (of 
which many song-texts are literary style verses), the song-
texts of the folk songs in Lingao are rather colloquial 
Rhyme is not required, and the verse form is also very free. 
Most of the song-texts are based on the four-line verse form 
but often one or two additional lines appear before or after, 
like a calling introduction or a coda, and the number of 
syllables^ in each line varies freely from two to seven. The 
following are two examples. 
' The Lingao language is mono-syllabic. See Chapter 2, 
Section 2.6.2 
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Ex 8-1: Verse of Transcription Item 94 
Hem gong, 
Lu nang mai 
Meng biang sai, 
Hon ba ling. 
Sia ki gan siang meng leng lan. 
(English translation: 
Fishermen, 
The flowing water is good. 
Throw the fishnet quickly, 
Catch the red fish. 
Hoist the flag up the mast and return to the harbour 
quickly ) 
In Ex.8-1, the verse appears to consist of five lines. 
However, the first line is actually an attention-calling 
introduction added on to the other four lines, which 
constitute the verse proper The number of syllables per line 
is: 2, 3, 3, 3, 7 The wording is in colloquial style, and 
the rhyme is free. 
Ex. 8-2: Verse of Transcription Item 92 
Eng, 
Biang ju biang won na, 
De de lan no ang dang, 
Nga hing nga duang diao, 
De de lan diao gong gong, 
Di di duang diao dei 
(Translation: 
Brother, 
When you fly kites you must fly two. 
Then we will see which one flies the higher; 
When you play an instrument you must play two tunes. 
Then we will see which one keeps the harmony-
That is like the double lantern.) 
In this example, the text is a six-line verse. However, 
it is like a four-line verse with two extra lines (the first 
and the last line) attached as an Introduction and a coda. 
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The number of syllables in each line is: 1, 5, 6, 5, 6, 5. 
Like Ex.8-1, this example is completely colloquial in style 
and is in free rhyme. 
In all these songs vocables are commonly used. The 
proportion of vocables in the text is usually highest in 
songs sung to the tunes of Lilimei, Alo'a, Noimali and 
Longmoli- In songs sung to the Lilimei tune, the number of 
the vocables added is so large that the four-line verse 
becomes a fairly long song. (Refer to Transcription and 
Recording Items 92 to 100.) 
The musical features of the tunes sung in Lingao can be 
generalized as follows. 
Songs sung in the "Tune of Chasing Fish belong to the 
haozi style (see Chapter 3), Transcription and Recording Item 
94 is an example. 
This song is sung by fishermen while cooperatively 
casting a large fishnet into the sea. The music is lively and 
rousing, and the text is basically set syllabically. 
Occasional leaps of a fifth make the music sound more dynamic 
than leisurely The musical form is simple, the entire tune 
consisting of just one musical sentence, formed by repeats of 
a short phrase with a melodic extension in between: 
J MP , , ME , , /?MP ^ 
i^mij\n}i\pi\n}P)\p^\Wnim 
The mode used is shang and the scale is diatonic (the third 
note of the scale does not appear in the melody). The rhythm 
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and metre of the tune are simple and regular, and the tempo 
is in keeping with the rhythm of fishing work. When singing 
this tune, the fishermen sometimes like to strike the side of 
the boat with their punt-poles as an accompaniment. The 
rhythm is usually thus: 
.n 
Lilimei, Noimali, Langtan and Alo'a tunes are in the 
shange style. (Refer to Transcription and Recording Items 92, 
93 and 97; and Item 6 of Appendix 1.) These tunes exhibit a 
leisurely nature, and accordingly their tempi are usually 
slow. The rhythm and metres are rather free, so that 
sometimes it is not possible to notate the songs exactly in 
regular metres, bars, and beats. These tunes are fairly 
heavily decorated, with melismas and long notes. Although the 
melodies generally undulate, there are some large interval lie 
leaps which do not interrupt the melodic undulations but 
rather serve to strengthen them. Diatonic scales are used in 
these tunes. The Lilimei and Langtan tunes are in shang mode; 
the Alo'a tune is in gong mode, and the Noimali in yu mode. 
The musical form of all these four tunes is in free style. 
Ths Nabong, Yaolai, Boimoli, Longmoli and "Tune for Response 
Singing" are in xiaodiao style. (Refer to Transcription and 
Rscording Items 95, 96, 98 and 99.) Their texts are basically 
sst syllabically, with occasional short melismas. The rhythm 
is rsgular, and the tempo moderate. A simple musical form is 
employed comprising a single period of one musical sentence 
with various extensions. These tunes make use of the diatonic 
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scale in shang mode. An interesting detail is that in the 
Boimoli tune, the melody, instead of finishing on the tonal 
centre, ends on the second note of the shang scale. This 
gives the melody a lingering feeling, as if the singer still 
had much more to say—as is fitting for love song-texts such 
as this. 
The folk songs of Lingao can be sung in various ways: 
solo, in antiphony or in unison. People compose texts 
extemporaneously, fit them to one or another of the tunes, 
and sing them. The singers may vary the dynamics, tempo, 
feeling or emotion of the singing to make it fit different 
song-texts and situations. In coastal areas, the most common 
situations for folk song singing include preparing for a 
fishing trip, seeing fishermen off to the fishery, fishermen 
fishing at sea, women making fishnets on the shore, weddings, 
and the erotic musical activity (see following paragraphs) 
In collective work such as fishing or making fishnets, they 
like to sing in unison, whereas at weddings or in the erotic 
musical activity antiphonal singing in groups is common. The 
singers divide into male and female groups, singing in turn. 
In inland areas, singing is more casual; solo singing, a few 
people singing in unison, or two people singing antiphonally 
to sach other, are the common practices. 
Erotic musical activity, already described for the 
Danxian and Li areas, is found also in the coastal areas of 
Lingao. The love songs for the activity are usually sung in 
ths Lilimei tune. In the coastal areas of Lingao the activity 
is associated with customs similar to those in Ediang areas: 
the youth house life style of the young people, the young 
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people gathering in the youth house in their leisure time to 
practise love song singing, the members of each youth house 
forming a group, the young people going out in groups on 
moonlight nights for antiphonal love song singing, the bride 
going back to continue her youth house life after marriage, 
and so on. However, some differences between the Lingao and 
Danxian areas do exist, as described in the following 
paragraphs. 
Whereas in Danxian the youth house is called 
haodianglong (in Danzhou dialect), in Lingao it is called 
langguan (in Lingao language), meaning "house for gathering". 
Just as there is a "head of Ediang", so in each langguan 
there is a "head" called the ngangbang, or "conductor" In 
the coastal areas of Lingao the villages are usually much 
larger than in Danxian. Most have more than a hundred 
families; some have more than a thousand. It is therefore 
common for there to be several langguan in one village. In 
Danxian the custom is that one never sings love songs to, or 
marries, a person of the same village; in Lingao, however, no 
such constraint applies. 
The erotic musical activity is not as popular in the 
coastal areas of Lingao as in the Ediang areas. In Danxian 
huge singing gatherings are rather common, but in Lingao 
nothing comparable has been observed; a Lingao gathering is 
likely to involve only a few groups. This is partly because 
the Lingao youths frequently go on fishing trips, each of 
which necessitates a long stay at sea. In Lingao there are no 
fixed dates or festivals for singing gatherings as there are 
in Danxian, except for the night of the Moon Festival (the 
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Mid-Autumn Festival), when it is customary for most of the 
youth groups to go out singing. In Danxian the favourite 
place for the young people's erotic musical activity is a 
field on the plain, and in the Li areas a field in the 
mountains; in Lingao, however, it is the beach close to their 
fishing harbour There is usually a breakwater near the 
harbour When male and female groups meet on the beach, the 
male groups politely stand below the breakwater, leaving the 
higher position for the girls. The ngangbang (head) of a 
group composes an impromptu text and starts singing, and the 
other members of the group follow. They have no difficulty 
doing so, because the singing is in slow tempo (refer to 
Transcription and Recording Item 92), and also because there 
are many vocables, only the song-text proper is new to them. 
In the early stages the songs are normally for asking 
questions. For example, a female group may sing: "Why have 
you come here? Is it because you think the flowers here are 
more fragrant?" If the male group being addressed cannot 
think of a suitable answer and fails to respond, another male 
group takes over and responds, earning applause from the 
remaining groups present. The losing group then becomes the 
audience, listening to the others until it gets a chance to 
take over the singing again. The nganbang of such a losing 
group is likely to be blamed by his fellows once they get 
back to their youth house. As the singing reaches its dimax, 
ths tempo becomes faster At this stage the groups 
discontinue the extemporaneous composition, and instead sing 
old songs that everyone knows. These are not songs for 
questioning each other, but rather responses to each other's 
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emotion; for example, "One night has passed, I wi11 come 
again tomorrow night. I don't love anyone else; I am only 
waiting for you to come back from the sea." 
The singing usually continues until midnight. After the 
singing, some males may take their girlfriends home (not to 
the youth houses) to sleep; some couples may remain on the 
beach talking; and those who have not found partners go back 
to the youth house alone. According to local informants, 
however, a male never takes a female home to sleep if it is 
only their first meeting at a singing activity, though he may 
remain behind talking with her on the beach. Only after 
meeting a few more times in this way and becoming more 
familiar with each other, are they likely to go back to the 
male's home together. 
After getting to know each other in the singing 
activity, the male group may visit the female group 
frequently in their langguan. This visiting is called laiguan 
meaning visiting and playing in the house*'. It is not 
customary for a female group to visit a male group. During 
the visit at the female house, the young people sing love 
songs together and talk, and in this way build up further 
attachments. After the laiguan some couples may go to the 
males' homes or to the beach to stay overnight. 
Over the past few years the erotic musical activity and 
othsr folk song singing in Lingao county have declined 
significantly. According to opinion of the local people, and 
the results of my own analysis, this is mainly due to the 
following causes: the stagnancy of the old tunes (the people 
compose no new melodies, only new texts to fit old tunes); 
248 
the onslaught of the modern life style; and recent changes in 
the social situation. Concerning this last point, the local 
people now spend more of their time trying to earn money. It 
may also be that the young people now prefer to find sexual 
partners in more efficient modern ways rather than following 
the old custom which involves singing slow, long-drawn-out 
folk songs. 
8.2 Huangliu Tuge 
Huangliu is a large Han fishing village on the southwast 
coast of Hainan, close to the Li areas (see Map 3.) Tuge 
means "local song"; the Huangliu Tuge is the "local song of 
Huangliu" This is a type of song found only in Huangliu. It 
narrates folk legends. Although belonging broadly to the 
minge (folk song) category, the Huangliu Tuge has rather 
close affinities to the quyi (narrative music) category 
(Refer to Chapter 3.) Narrative songs are widespread 
throughout China and are encountered in almost all peoples in 
China. The narrative songs of the Han people have certain 
basic characteristics in common, for example: a common set of 
stories for the texts, long duration but simple structure of 
ths musical form (e.g. varied repeats of a two-sentence 
structure), rather free rhythm and pitch influenced by the 
intonation of speech, etc. On the other hand, the melodies of 
individual areas often have their own local colour, making it 
possible to distinguish those of one area from those of 
another. 
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The Hainan Huangliu Tuge songs are always rather long. 
The texts are always lyric verses, the subjects being often 
old love stories popular among the Han folk all over China. 
Even the details of the verses are the same as, or similar 
to, those sung on the mainland. However, the Huangliu Tuge 
songs are sung in the local Hainan dialect, and have their 
own distinctive melodies. The following are some major points 
about the music of Huangliu Tuge. 
1. There are only a few different basic Tuge tunes, 
though there are many different verses, because many verses 
are sung to each basic tune. 
2. The music is gentle, and follows the nature of the 
speech. The melodic contour undulates within a range of about 
a ninth. In each musical sentence the tendency of the melodic 
contour is to descend in pitch, and the musical sentence 
normally ends on the tonal centre of its mode. The rhythm is 
simpls and rather free. The music cannot be notated in 
strict, regular metres. 
3. The scales used are diatonic. The melodies often 
depart from the pentatonic scale observed in most Chinese Han 
folk songs, the non-pentatonic notes being so frequent that 
the music is basically diatonic rather than pentatonic. Some 
chromatic notes are also used in the melodies. These are 
unusual in the folk songs of south China. This musical 
phenomenon deserves further research, and I hope to be able 
to pursue it at some future time. 
4. The common modes of Tuge music are zhi and shang. 
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5. The basic form of Tuge music is a two-musical-
sentence structure. To fit the long verse, the two-sentence 
form is repeated many times with variations. 
6. According to the local people of Huangliu, there is, 
among the several basic tunes, one particular melody of the 
Li people. The singers of Tuge fit their Han verses to this 
Li melody and sing the resulting song like any other Tuge. 
This melody is called "the tune of the Li people", but the 
songs sung to it are considered Tuge. Except for this one 
tune, there is no sound evidence of Tuge music having been 
Influenced by or mixed with Li music. 
Tuge are sung in leisure time by both men and women as a 
kind of entertainment for both singer and audience. Normally 
middle-aged or old people prefer them. Although the singing 
is usually solo, the performance is sometimes delivered in an 
antiphonal style sung by a man and a woman, especially when 
the text is a love story involving male and female roles. The 
audience, which can be any of the villagers, seems to enjoy 
the stories more than the music. The singing of Tuge is 
usually gentle, with no exciting scenes such as occur in the 
singing of Danzhou Shange and Ediang. The descending melodies 
and gentle singing sometimes convey a hint of sadness. 
All Huangliu Tuge songs are traditional; no new 
compositions have been found. At the present day the local 
psopls are customed to singing and listening to Tuge songs 
but do not think of composing any 
Transcription and Recording Items 101 to 103 are 
examples of Huangliu Tuge songs. 
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8.3 Religious Song—Dao 
The main religion on Hainan Island is Taoism. As is 
generally the case throughout China, Taoist rituals on Hainan 
ars often accompanied by music, which mainly involves 
chanting of the Taoist scriptures by the priests. Compared 
with the general features of Taoist music of the Han people 
on the mainland, the Taoist music of the Han people on Hainan 
generally does not exhibit any strong distictive local 
characteristics. However, one type of Taoist music, the Dao, 
which is found in Danxian county, does exhibit some local 
characteristic, which seem to be related to that of the 
Danzhou Shange. 
The Dao may be regarded as typifying the Taoist music of 
the Hainan Han people. It is performed during a Taoist 
service called the zhai. Here, dao refers to "Taoism", and 
zhai means "fasting", in this case referring to the adoption 
of a vegetarian diet for religious reasons. The activities 
covered by the term zhai are common throughout China, and are 
practised by people of various religions. In many cases zhai 
involves not only a vegetarian diet, but also certain 
religious ceremonies. The local people of Danxian believe 
that if a person dies unnaturally (e.g. in an accident) or 
away from his home town, his soul will be imprisoned in hell 
or wander about indefinitely. The zhai service performed by 
Taoists has the function of releasing such souls from hell or 
guiding them back home. During the service, Taoist scriptures 
are sung. In Danxian, the zhai is always a collective 
activity. There are no special dates for holding the service. 
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When a number of the local families feel the need to hold a 
zhai for their dead relatives, they discuss the matter 
together and make the necessary arrangements. The ceremony 
itself is held at night, but preparations for it always begin 
beforehand in daylight hours, and the entire activity may 
continue into the next day. A suitable piece of open ground 
is chosen for the service. Each family participating in the 
service builds a small model house on the ground. These 
houses, built of bamboo and paper, are beautifully decorated, 
with imitation human figures inside and offerings (food, 
imitation money, etc.) outside. They represent dwellings for 
the dead relatives, and will be burnt at the end of the 
service. The belief is that, when burnt, the houses and other 
offerings are conveyed to the nether world, where the 
deceased can use them. Whenever a zhai is held, a great 
number of people gather. Besides the donors and participants 
in the service, many more people come to watch the dao 
performance and enjoy themselves. Many stalls are set up, and 
snacks, drinks, and sundry goods are sold; in addition, young 
psople gather for yeyou entertainment. The event thus becomes 
a sort of folk gathering. 
The Dao performance is a group activity. Nowadays the 
performers are not professional Taoist priests but lay 
bslisvers or voluntary assistents.^ The performers are always 
men. During my field work on the island, I did not have a 
chance to observe a genuine zhai service. However, the people 
2 Since 1949 the Chinese government has banned Taoism on 
the island, so that there have been no professional Taoist 
prissts. However, the religion is still alive, Taoist 
activities being conducted by amateur priests or lay 
believers. 
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of Dongfang village gathered especially to perform a Dao for 
me, so I could make observations and recordings. The 
following is a description of this Dao performance (see 
Figures 29 and 30). 
Time: 
10 January 1981 
Place: 
Dongfang village, Xingzhou, Danxian county. 
Performers: 
About thirty male peasants of the village, ranging from 
teenagers to people in their fifties, with a solo singer and 
leading dancer aged about fifty. 
Instruments: 
A pair of cymbals, 18 cm diameter; 
A small shallow drum, made of wood, with cattlehide on 
both sides, held in the left hand and struck by the right 
hand with a wooden stick. 
A small gong, 22 cm diameter. 
Costumes: 
A short red Taoist robe worn by the leading dancer; the 
others drsss casually-
Properties: 
Five ghostly^masks of wood; 
Two lotus-shaped lanterns; 
One phoenix-shaped lantern; 
Two carp-shaped lanterns; 
(The lanterns are all of bamboo and coloured paper, with 
long handles held by the performers.) 
A white horse of bamboo and paper; 
254 
00 
(d 
•H 
> 
00 
c 
(0 
IM 
oo 
a 
o 
a 
0) 
o 
e 
CO 
s 
IH 
O 
M-l 
o 
Ct) 
ON 
cvi 
i) 
U 
3 
OO 
• H 
2 5 5 
0) 
00 
RJ 
•H 
> 
00 
B 
(d 
<4-l 
0 0 
a 
o 
« 
(U 
o 
c 
to 
a 
i-i 
o 
4-1 
U 
<U 
O. 
O 
0) 
M 
3 
00 
256 
A few traditional style Chinese broadswords; 
A few modern style short guns made of wood; 
Portraits of the kings of the nether world. (The nether 
world is divided into eighteen levels, each ruled by a king); 
A horse-tail whisk (a common appurtenance of Taoists, 
considered to possess the power to drive out evil spirits). 
The performance: 
The leading dancer, dressed in a short red robe and 
holding a horse-tail whisk, represents a Taoist priest. (In 
former times this role had to be performed by an actual 
Taoist priest.) Another performer "rides" the white horse 
(actually he ties it to his waist), and represents the dead 
person's soul, accompanied by a few "ghost guards", each 
wearing a mask (see Figure 30) Other performers hold 
properties and maintain a certain formation. The solo singer 
and the performers who play the percussion instruments stand 
nsarby outside the formation; they do not join in the dancing 
and running. After the instrumentalists begin, the leading 
dancer starts dancing and guides the group on a running route 
around the model houses, thus changing the formation. 
Meanwhile the solo singer, who starts with a chant, is 
followsd by a chorus of all the other performers. Throughout 
the ceremony the priest's role is to guide the soul so that 
it traverses the eighteen levels of the nether world and all 
ths horrible barriers in hell, and eventually returns safely 
home. The whole procedure is accompanied by singing of the 
scriptures. At different stages in the performance different 
scriptures are sung. This singing is in a high, long-drawn-
out voice, and the melody flows easily, without great or 
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sudden undulations. On a quiet night, such singing heard from 
afar can evoke a sad and ghostly feeling. Some informants 
told me that local people enjoy listening to this type of 
singing for the sake of this special feeling. However, the 
singing is not heard often because this kind of religious 
ssrvice occurs infrequently and the Dao is not sung at any 
other ceremony 
The full performance of the Dao may continue for hours. 
The performers of Dongfang village showed me only a small 
part, yet even so it lasted more than one hour. Recording 
Item 120 is a short portion of this performance.' 
8.4 Kejia Shange 
The term Kejia Shange is a general name for the shange 
style (see Chapter 3) songs of the Kejia dialect speakers 
(see Chapter 2, Section 2.5.4). Songs of this type are in the 
shange style. The texts are usually four-line verses, each 
line consisting of seven characters, and with regular rhyme. 
The melodies vary in different areas of China, exhibiting 
different regional colours. The Kejia Shange on Hainan is not 
among the major types of folk song of the island because the 
island's population of Kejia dialect speakers is small and 
scattered. Some research into the Kejia Shange in general 
has bsen carried out by Chinese musicologists. (For a survey 
see, e.g. ZYYYY 1984:Entry Kejia Shange; and Jiang Mingdun 
' My recording of the complete performance is held in 
ths sound archive of China's Central Conservatory of Music, 
Beijing. 
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1982:147-53.) Item 7 of Appendix 1 is an example of a Kejia 
Shange from Hainan. 
8.5 Gaozhou Diao 
Gaozhou Diao are folk songs of the Han people sung in 
Bai dialect (i.e. Guangdong dialect, see Chapter 5, Section 
2.5.4), and found in areas of Hainan where that dialect is 
spoken. Gaozhou Diao means "tune of Gaozhou", Gaozhou being 
the name of an area of Guangdong Province in mainland China 
from which the Bai dialect speakers of Hainan believe their 
ancestors to have migrated. The people of Hainan believe the 
Gaozhou Diao of Hainan to have been brought by immigrants 
from Gaozhou, so they call them "tune of Gaozhou'. The 
Gaozhou Diao are in xiaodiao style. Most of them are 
traditional love songs. The texts are four-line verses, each 
line consisting of seven characters, with regular rhyme. 
There are only a few basic tunes of Gaozhou Diao. The melodic 
formulas often adhere to stepwise motion and are limited to a 
narrow range of about a sixth. Shang is the usual mode. 
Gaozhou Diao are sung mainly for self-entertainmant. 
They are usually sung solo, sometimes antiphonally. 
Item 8 of Appendix 1 is an example of a Gaozhou Diao 
found in Danxian. 
8>6 Zhuang 
The word zhuang means "plaint"; a Zhuang is a lament. 
This type of song is found in Danzhou dialect areas and sung 
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in that dialect. Only two Zhuang songs are known to exist. 
According to the local people, the first Zhuang song, called 
Fenghua Canzhuang (Plaint of Love), emerged at the end of the 
nineteenth century through adaptation of one of the Dao 
melodies. The other appeared at the end of the 1930's, when a 
local person, Wang Yiting, composed a lyric verse in the 
style of the Zhuang text, called Kangri Zhuang (The Plaint of 
the Anti-Japan Resistance), and fitted the verse to the 
melody of the Fenghua Canzhuang. The Kangri Zhuang was 
popular among the local people during the Si no-Japanese War 
Neither of these songs is normally sung nowadays, but some 
old people still remember them and can sing them well. 
The melody of the Zhuang is limited to a range of one 
octave; its scale is pentatonic and the mode is gong. The 
whole tune is actually a combination of variations on a short 
melody 
Item 9 of Appendix 1 is a portion of the Fenghua 
Canzhuang. 
8.7 Others 
Among the Han people of Hainan there exist some further 
folk songs types, each represented by only a very small 
number of songs and therefore relatively of little 
significance. According to my field investigations and also 
the local cultural workers' reports (Zhou Jingkui 1984), 
these minor types of Han folk songs include: 
Cow-grazing songs, sung by cowherds when grazing their 
cattle. 
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Children's songs, which are often simple, sung by 
children. Transcription and Recording Item 66, one of the 
Jundiao songs, is also a children's song. 
Wedding congratulation songs sung at weddings. 
Brides' weeping songs, customarily sung by a bride when 
weeping (or pretending to weep) before leaving her parents' 
home for her wedding—a custom also found in many areas of 
mainland China. 
Mourning songs, another type of weeping song sung at 
funerals or when are mourning the dead. 
All of these songs and associated customs have gradually 
declined during,the last two or three decades and now remain 
only as vestiges. Today's young people usually do not know 
how to sing them. 
The song types discussed in this chapter are numerically 
less significant than those dealt with in chapters 4. 5 and 
6. However, that does not necessarily make them any less 
important for our study. Practical limitations on the scope 
of the present thesis mean that these song types will not be 
discussed further here. However, they are worthy of much 
further investigation in the future, with a view to obtaining 
a better overall understanding of the musical culture of the 
entire island. On the other hand, the study of the 
instruments and instrumental music of the island is also 
important. These will be dealt with in the next chapter 
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Chapter 9 Instruments and Instrumental Music 
The instruments and instrumental music of the Han people 
on Hainan are essentially the same as those of the Han people 
in mainland China. Two types of traditional Han style 
ensemble music are found on the island: the Bayin and the 
Paizigu. the Bayin is popular throughout the island, not only 
among the Han themselves, but also among the Li people. The 
Paizigu is popular in Danzian county. With the exception of 
the Bayin and Paizigu, instruments and instrumental music are 
insignificant in the folk life of the Han people on Hainan. 
On the other hand, the Li people have a number of instruments 
that are distinctively their own. All these Li instruments 
are played solo; the only ensemble music among the Li is the 
Han Bayin. 
9.1 The Han Style Ensembles and Their Music 
9.1.1 Introduction 
The two types of traditional Han style ensemble, the 
Bayin and the Paizigu, serve the same social function: their 
music is used to accompany celebrations, ceremonies and 
rituals. These ensembles use only traditional Han 
instruments, and their repertoires consist entirely of 
traditional compositions, the music being in the traditional 
Han style. Ensembles and music of similar style are common in 
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mainland China, and it is widely believed among the Bayin and 
Paizigu musicians of Hainan that these two types of ensemble 
originated from the mainland. 
Traditionally, Chinese ensemble instruments are grouped 
into two big divisions: si-zhu and chui-da (Ye Dong 1983)o 
S7-ZAJU means silk and bamboo". "Silk" (s7) denotes 
chordophones, including bow-stringed instruments and plucked 
lutes; "bamboo" (zhu) covers bamboo flutes, both transverse 
and vertical. Chui-da means "blow and beat". The "blow" 
(chui) are aerophones, mainly reeded ones; the "beat" (da) 
are idiophones and membranophones, principally drums, gongs 
and cymbals. The Bayin and Paizigu differ mainly in respect 
of instrumentation and repertoire. The Paizigu ensemble 
comprises only a few types of chui-da instruments; the 
standard Bayin ensemble comprises eight types of instruments, 
both si-zhi and chui-da, including a couple of distinctive 
regional instruments of south China. All the compositions of 
Paizigu music can be found also in the repertoires of 
traditional instrumental music on the mainland, while the 
Bayin repertoire includes some traditional compositions of 
its own. With respect to instrumentation and repertoire, 
although both Bayin and Paizigu are originally from the 
mainland, the Bayin has developed some Hainan regional 
features while the Paizigu has remained relatively unchanged. 
On the island as a whole, Bayin music is the more popular 
There are no professional Bayin or Paizigu ensembles on 
Hainan; that is to say, the musicians performing in the 
existing ensembles are all amateurs. They have their own jobs 
or professions, but support their performing groups, 
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practising in their spare time, and earning extra money from 
performances, for example when employed or invited to play at 
weddings and other occasions. 
9.1.2 Bayin 
The term bayin {boiyong in Hainan dialect) means "eight 
sounds", a reference to the fact that the standard Bayin 
ensemble consists of eight different types of instrument. The 
eight are: 1= yehu or erhu; 2 yueqin, qinqin, sanxian or 
yangqin; 3. di or xiao; 4 suona; 5. houguan; 6 7uo; 7 gu 
and 8. bo (See Figure 31).' The first three types are of the 
si-zhu class. The yehu and erhu are bow-stringed 
chordophones, the yueqin, qinqin and sanxian are lute-style 
chordophones, the yangqin is a dulcimer, the di is a 
transverse flute, and the xiao is a vertical flute. The 
remaining five types are of the chui-da class. The suona and 
houguan are double-reed aerophones, and the 7uo, gu and bo 
are gong, drum and cymbals respectively. In performance, 
sometimes all eight types of instruments are used and 
sometimes only certain of them, depending on the kind of 
musical pieces being played. Music of the kind called wenpai, 
gentle repertoire", is played on si-zhu instruments, while 
music of the kind called wupai, "fierce repertoire", is 
played on chui-da instruments. The compositions comprising 
' All these are popular instruments in China (enjoying a 
status similar to that of the violin and piano in Western 
countries), and can be easily purchesed in shops. Figure 31 
is therefore Intended only to provide rough pictures of these 
Instruments for the benefit of Western readers. Details of 
the Instruments themselves can be found in many relevant 
publications, e.g. ZYYYY 1984. 
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Figure 31 Aerophones a nd Chordophones Used in Bayin Ensemble 
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the repertoire of the Hainan Bayin are exclusively 
traditional They are traditionally categorized as qingyin, 
caoziqingyin, dachuida and xigu. Qingyin are wenpai pieces 
played on si-zhu instruments (Recording Item 126 is an 
example) Caoziqingyin pieces are predominantly wenpai, and 
are played on si-zhu instruments with a moderate admixture of 
chui-da (Recording Item 127 is such a piece). Dachuida music 
is wupai and played on chui-da instruments (Recording Item 
127 is a dachuida piece). Xigu are musical pieces from 
rsgional operas, usually the Qiongju of Hainan. 
As mentioned above, Bayin style ensembles and music also 
exist on the mainland. They are popular in both Han and 
minority ethnic areas, and the constituent instrument types 
vary from region to region. In some areas these ensembles and 
their music are called by the same name, bayin, and for the 
same or a similar reason.2 For example, the Longling Bayin of 
the Zhuang people of Longling in Guangxi province comprises 
di, gaohu (an erhu style chordophone popular in south China), 
tuhu (another erhu style chordophone of the Zhuang people), 
sanxian (see Figure 31), luo (gong), gu (drum), and bo 
(cymbals); the Bayin of the Yi people of south China consists 
of erhu, di, huanxiao (a vertical bamboo flute without 
membrane hole), 7uo, gu, bo and a pair of xing (handbells); 
and the Bayin ensemble of the Han people of Wutai Mountains 
In Shanxi province consists of guan (a double-reed 
2 Such ensembles do not invariably consist of eight 
types of Instrument. In ancient China musical instruments 
wsre classified into eight categories: metal, stone, silk, 
bamboo, gourd, earth, skin and wood. For this reason the word 
bayin (eight sounds) may denote an ensemble consisting of 
many different kinds of instruments. Consequently, in some 
areas an ensemble that does not consist of exactly eight 
types of instrument may nevertheless be referred to as bayin. 
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aerophone), suona, di, xiao and a set of different 7uo, gu 
and bo. (ZYYYY 1984:8.) 
The social function of the Bayin on Hainan is basically 
ths same as throughout the rest of China. As mentioned above, 
the Bayin music is performed for various kinds of 
celebrations, ceremonies, and rituals, for example, 
celebrations for good harvests and other happy events, 
festival ceremonies, weddings, and funerals. On such 
occasions Bayin ensembles are employed or invited to give 
performances. In the case of a collective celebration, 
ceremony, or ritual, the organizers collect money from the 
local community or take donations to pay the performers; in 
the case of a private event, such as a wedding or funeral, 
the host family pays the musicians, and/or provides them with 
food and drink, especially if there is a banquet during the 
event. Some ceremonies include a march or parade; for example 
the march accompanying the bride to the bridegroom's village 
for a wedding, the cortege taking the coffin to the cemetery 
during a funeral, and the parade that goes with some 
festivals. On such occasions, the Bayin ensemble that is 
required to play during the march usually involves only the 
chui-da instruments, since only they are suitable for playing 
whi le walking. 
Throughout China all Bayin style ensembles and their 
music have certain essential characteristics in common. 
Generally speaking, they all belong to the traditional Han 
music, though in different areas their music exhibits 
different regional colours. The regional colour of the Hainan 
Bayin appears in two main respects. First, a standard Hainan 
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Bayin ensemble includes the yehu and houguan, regional 
instruments of south China, especially popular in Guangdong 
and Hainan provinces. The characteristic timbre of these two 
instruments lends a distinctive regional colour to the Hainan 
Bayin ensemble. Second, some compositions in the Hainan Bayin 
repertoire, such as the Zhongpanwu and Naojunpo (refer to 
Recording Items 126 and 128), are not found in the 
repertoires of Bayin style music of other regions. It is 
likely that these compositions stem from Hainan folk music 
and are related to certain folk activities of the island. For 
example, in the Zhongpanwu or "Dish Dance", dishes struck 
with sticks or spoons are added to the ensemble, producing a 
pleasant bell-like effect. The dish dance is traditional 
among the Li people (see Section 9.2.11 of this Chapter), 
making it likely that the presence of the Zhongpanwu in the 
Hainan Bayin repertoire is a result of Li influence. 
Similarly, the Naojunpo or "Having Fun in the Army Place" is 
a type of traditional folk gathering on Hainan, whose name 
probably originated in the Jun or army area of the island 
(refer to Chapter 6) and was then adopted throughout Hainan 
to refer to any similar gathering. The Bayin piece called 
Naojunpo thus probably originated from the folk music played 
during such gatherings. The Zhongpanwu, Naojunpo, and some 
other compositions have now become representative of Hainan 
Bayin music. On Hainan, Bayin ensembles often appear in 
reduced form, with only the chui-da instruments, as in the 
Paizigu ensemble. In the Li areas the suona is often replaced 
by a LI aerophone. However, the local people still recognize 
thess Bayin ensembles by the music they play: the repertoire 
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of the Bayin is quite distinct from that of the Paizigu, so 
the two types of ensemble are not likely to be confused. 
In the recent development of Hainan Bayin music, two 
phenomena are noteworthy. Since the 1950's, modern style 
professional composers and musicians (i.e. ones trained in 
Western style musical institutions or in modern stage-based 
performing companies or troupes) have adapted the Hainan 
Bayin ensemble and music for use in their stage performances 
and commercial recordings. They have not involved themselves 
in any folk musical activities, such as playing in local 
festival ceremonies or weddings, but have simply adapted and 
modernized the ensemble and its music for their own 
professional use. These modern composers have re-scored the 
traditional Bayin compositions, added Western classical-style 
harmony and orchestration according to Western classical 
principles of composition (for example, adding the Western 
cello to obtain bass effect), and have then performed the re-
scored music in their modern way on stages and in concerts 
for commercial purposes. Record companies have recorded their 
performances, and sold the discs and cassettes, in China and 
overseas. During the Cultural Revolution, the Bayin was 
banned. Subsequently, however, performance of Bayin music was 
permitted again, and since that time the process of 
professional adaptation has intensified. Following the 
Introduction of the "open door policy" Western and Hong Kong 
style pop and disco music has recently become increasingly 
popular both on the mainland and in most areas of Hainan. 
Professional composers and musicians have been quick to 
'••follow the fashion, adding modern Instruments, such as 
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synthesizers and Western pop music style percussion sets, to 
the already modernized Bayin ensembles. Thus, in modern 
profeseional Bayin performances the music has become 
Westernized more or less. Recording Items 116, 117 and 118 
are examples of Bayin music performed by such professional 
musicians in the 1960's, which basically keeps the 
traditional characteristics, though with the Western cello 
added to establish the bass and slight addition of some 
Westsrn harmony. The beginning and ending pieces of Recording 
Item 131 provide examples of Bayin music performed by 
professional musicians in early 1988, which has deviated much 
further from the traditional style towards the Western pop 
music style. 
At the same time, the local people's tastes and 
attitudes toward the Bayin have changed. Since 1979 cassette 
players have become increasingly common on the island, and 
professionally performed Bayin music can be readily bought. 
On occasion when Bayin music is required, the people, instead 
of employing a traditional Bayin ensemble, prefer to play 
loudly cassettes of the modern style Bayin music—partly 
becauss it is much more convenient and economical, and partly 
because it has become fashionable. In this way the modern 
style Bayin music has become increasingly popular, while the 
traditional Bayin ensemble and their performances are more 
and more rarely seen. 
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9.1.3 Paizigu 
The other traditional Han ensemble, the Paizigu, is 
particularly popular in the Danxian area. A standard Paizigu 
ensemble consists of five members, each playing one 
instrument: two middle-sized suona, one middle-sized gu, one 
middle-sized 7uo and a pair of bo. The instruments may vary 
in size from group to group. Those used in the performance 
which I recorded in Xinzhou, Danxian' had the following 
dimensions: suona—length 47.5 cm; gu—height 27 cm, diameter 
21 cm; 7uc>—diameter 41.5 cm; and too—diameter 16 cm. The 
occasions for Paizigu performance are the same as for the 
Bayin. 
Like the Bayin, the Paizigu was banned during Cultural 
Revolution but some new groups have subsequently formed. Most 
members of these newly formed groups have been young, because 
many of the pre-Cultural Revolution musicians have died or 
become too old to play. However, a newly formed group usually 
includes at least one older person who is a skilled Paizigu 
musician, familiar with a large Paizigu repertoire, and 
thsrsfore able to coach and conduct the young ones in the 
group. During my field work in 1981 I recorded a performance 
by such a newly formed Paizigu ensemble from Shadi village in 
Danxian. The leading musician, Lu Zhuangxi, was sixty-seven 
years old, and having been a Paizigu musician before the 
Cultural Revolution, was familiar with the music and skilled 
In its performance. The remaining members were all around 
twenty and were learning the music and performing skills from 
' The recordings are kept in the sound archive of the 
Central Conservatory of Music, Beijing. 
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Lu, whom they greatly respected. Lu played first suona in the 
ensemble, sometimes in unison with the second suona player, 
and sometimes in turn with him. It was always Lu who played 
any long solo piece. He decided the program for each 
performance, and during the performance he became in effect 
the conductor, setting the tempo with his playing, and giving 
leading cues to the other players. He told me that much the 
same applied in all the new ensembles newly formed since the 
Cultural Revolution, and that because few skilled Paizigu 
musicians remained, it was difficult to form more new groups. 
According to Lu Zhuanxi, the repertoire of Paizigu music 
is rather large. Each group may have its own favourite 
repertoire, different from those of other groups. At the 
time, his group could play nine pieces and were learning more 
from him. These nine pieces were the Linhua, Diao Jinyu, He 
Cainu, Zhouma, Dakai, Shanpoyang, Baxian Heshou, Liuguo 
Fengxiang, and Qiugong. Different compositions are performed 
for different occasions. For example, the Zhouma is played as 
the bride is picked up from her home, the Shanpoyang as she 
arrives at the groom's home, and the Dakai as she makes 
obeisance to her parents-in-law- For sad events such as 
funerals, some other pieces are played. Lu stated that all 
the pieces he knew were traditional compositions from the 
mainland, and that the Baxian Heshou, Liuguo Fenxiang and 
Qiugong were probably from the music of the Yueju, the 
regional opera of Guangdong province. From my knowledge of 
traditional Chinese instrumental music, I tend to believe his 
statement; similar traditional compositions with the same 
titles do commonly exist on the mainland. The Paizigu 
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musicians are performers only, not composing any music for 
their performances. 
Nowadays in Danxian, live performance of the Paizigu is 
often replaced by the above mentioned modern Bayin 
recordings. There exist no Paizigu music cassettes, simply 
because the professional musicians and record companies have 
not made any. Consequently, if people prefer Paizigu music, 
they must still employ a Paizigu ensemble. In this sense it 
can be said that the Paizigu has been less influenced by the 
modern professional musicians and commercial record companies 
than has the Bayin. 
9.2 The Li Instruments and Instrumental Music 
9.2.1 Introduction 
The Li people have quite a few distinctive instruments 
of their own. These include three single-reed aerophones 
called lilie, bi and bida, a double-reed aerophone called 
vai, a vertical flute or zo, a nose-flute or tuenka, a Jew's 
harp or gai, an idiophone called langgong, and several types 
of drums and gongs. 
Except for the drums and gongs, all the Li instruments 
ars hand-made in simple fashion by the performers themselves. 
There is neither a strict standard of dimensions for the 
Instrumente, nor a strict procedure to be followed in making 
them. Each person making an instrument does so in a casual 
manner, according to what ha or she has observed as regards 
the design of the instrument and the procedure others follow 
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in making it. A person may pick up any suitable piece of 
material, and cut it so as to produce the instrument, 
following whatever procedure he or she thinks likely to yield 
the best result. It is possible to learn how to make 
instruments from someone more experienced; however, this 
teachIng-and-learning process too takes place in a casual 
manner, not being regarded as involving serious transmission 
of significant or essential skills, and the learner, when 
making his or her own Instruments, may not keep strictly to 
ths dimensions adopted by the teacher. 
Since there are no strict common standards for the 
dimensions of Li instruments, the pitches of the instruments 
are also not standardized. In each piece, both absolute pitch 
and relative pitch vary. 
Li instruments are mainly played for self-entertainment, 
courtship, ceremonies, and rituals. They are always played 
solo, except that occasionally a lilie, vai or bida may be 
played together with drums and gongs. Li customs are not 
prescriptive as to which instrument is to be played by which 
sex. However, customarily the tuenka, gai and langgong are 
played by both sexes, while the other instruments are usually 
played only by males. Among the Li folk, performing technique 
on their instruments is not highly developed. Neverthless 
most of the instruments have the potential for employing a 
significant number of highly developed performing techniques; 
for example, on most Li aerophones, it is possible to play 
different tonguings, ornaments, and some semi-tones, though 
the Li commonly use only legato and glissando, and mainly 
play pentatonic tunes on their instruments. There is. 
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however, one highly developed technical performance skill 
commonly applied on all the Li aerophones except the flutes 
This is a non-stop blowing technique. The player breathes in 
only through the nose and uses the mouth cavity as a 
reservoir of air. When taking breath, he releases some of the 
stored air from the mouth cavity into the instrument thus 
producing a continuous uninterrupted musical sound. Thus, in 
this technique the mouth functions like the bag of European 
bagpipes. In this way a performer can play an entire tune 
without any break in the musical sound, even when taking 
breath (refer to Recording Items 104, 105 and 106) This is 
also a common traditional performing technique on the Han 
•srophones suona and guan. Whether there is any relationship 
between the technique of the Li and that of the Han is a 
qusstion that requires further research. The music played on 
the Li aerophones mainly includes the tunes of the Li folk 
songs, some popular tunes of the Bayin music, and some tunes 
customarily played on the various instruments individually 
As in the case of instrument making, the teaching and 
learning of an instrument is not considered by the Li people 
to be a serious or important matter. A person may learn to 
play an instrument from more experienced players, but both 
ths Isarning and the teaching are done in a rather casual 
manner 
Like their folk songs, the Li people's instruments and 
Instrumental music are rapidly dying out. This trend is 
likely to have begun at least one hundred years ago, and has 
clsarly gathered momentum since the communists took over the 
Island in 1949. Today the Li folk music and instruments are 
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no longer popular among the people, indeed it is difficult to
find anybody who can still play any Li instrument. During my
field work it oFten happened that in several Li villages I
could not find anyone who could play any of the instruments,
and that the only player the villagers knew of lived far
away, beyond the mountains or rivers where I was not able to
manage a visit. Also it always happened that in a county with
a Li population of tens of thousands, the Cultural Bureau
(which is supposed to know the folk music situation of the
county well and has a list of all the well-known folk
musicians) knew only of one or two very old people, usually
in their 70's or 80'S, who could play. Although I have not
been able to draw up accurate statistics showing what
percentage of the present-day Li people can play Li
instruments (in fact no individual could draw up such
statistics), the following is clear: among the older
generation (those who reached adulthood before the 1950's) a
few persons are still to be found who can play some Li
instruments; among the middle-aged generation (those born
during the 1950's) fewer can be found; and among the younger
generation (those born after the 1950'S) it is almost
i-mpossible to find any_ Nowadays, in the real life of the Li
folk, it ;s rare to observe a performance on a Li instrument.
This fact should be borne in mind when reading the relevant
sections of this chapter.
On the other hand, since the 1950'S, some of the Li
instruments have been developed and played on the stage by
.professional musicians, most of them of Han people. In the
1950's a professional troupe called the ItGuangdong Ethnic
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Song and Dance Troupe" was set up by the Guangdong provincial 
government (Hainan belonged to Guangdong province until April 
1988). This troupe's objective is to adapt the Li music and 
dancs and perform it on stage in a modern professional style. 
Since the troupe's establishment, its members have sought 
out, adapted and improved all the major types of Li 
instruments for use in their stage and concert performances. 
They have improved and standardized the instruments, and 
developed and applied more performing techniques to make them 
suitable for concert recital or playing with standard 
orchestras. They have collected Li folk music and dances and 
adapted them to a stage performance style that meets the 
tastes of modern theatre- and concert-goers. They have also 
found and recruited some young Li people who have musical 
talents and can sing Li folk songs or play Li instruments, 
and havs trained and refined them in modern professional 
mannar, so they can give modern stage and concert 
performances. The troupe authorities believe they have made a 
great contribution to the preservation and development of Li 
music. From an ethnomusicolegist's point of view, such 
preservation and development seem artificial and unnatural. 
Nevertheless, the troupe's efforts and achievements cannot be 
ignored. The fact is that, while the Li music is dying out in 
folk life, it does remain alive on the stage, though in this 
rather artificial way. 
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9.2.2 Lilie 
The Lilie is a single-reed aerophone, made of bamboo and 
played vertically (see Figures 32 to 35). A lilie is made 
from several short segments of bamboo tubing of different 
diameters, each smaller diameter segment being inserted into 
the next larger one to produce a tube of stepwise diminishing 
width. The smallest diameter segment becomes the mouth-piece, 
and each of the remaining segments has one finger-hole 
drilled in it. The lilie shown in figures 32 to 35 was made 
by Huang Huiji, a Li youth recruited several years ago by the 
Guangdong Ethnic Song and Dance Troupe and trained as a 
professional Li instrument musician. It can be seen to 
consist of eight segments. The first or top segment (the 
smallest) is cut open at the back, and a single reed is 
attached (with wire)to cover the opening and form the mouth-
piece (see Figure 33). Each of the remaining seven segments 
has a finger-hole in the front side, and there is a further 
finger-hole in the rear side at the point where the second 
and third segments Join. This 7 7"7 7e produced the following 
scale (refer to Recording Item 104): 
I ^ 
However, this 7 7 7 7e is not the ordinary type normally 
made and played by Li people in their everyday life. It is an 
Improved variety developed from the ordinary much simpler 
folk 7 7 7 76. In the 1950's in Maogan village in Qiongzhong 
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Figure 32 Lilie (front) 
"n 
I 
k 
Figure 33 Lilie (back) 
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Figure 34 Lilie: performing posture 
Figure 35 Lilie: performing posture 
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county some musicians of the Guangdong Ethnic Song and Dance 
Troupe happened to hear a herdsman playing a lilie, and 
obtained a specimen of the instrument from him (Xie Yongxian 
1987). This was the first time they had seen this type of Li 
Instrument. The lilie in question consists of only five 
segments, of which the top one is the mouth-piece. It has no 
attached reed; instead the rear side of the bamboo mouthpiece 
is simply split from the remainder of the tube and pared down 
to a thin strip, which thus becomes a single reed. Each of 
the other four segments has one finger-hole in the front 
side. It can produce only a simple scale, and the pitches are 
neither standard nor stable, being easily affected by 
weather, in particular humidity, and by the strength of the 
player's blowing. The bamboo reed makes it difficult to play, 
and when dry will produce no sound at all In 1981 my 
research fellow Zhou Qingqing obtained a specimen of a lilie 
from Ledong county. That particular lilie has seven segments, 
with six finger-holes in the front side. Up to now no folk 
77 77e with more than six finger-holes has been found. 
The changes which the professional musicians have made 
in order to improve the ordinary folk lilie are as follows: 
1. Instead of splitting and paring a strip from the top of 
the bamboo mouth-piece, they have cut a rectangular opening 
in the mouth-piece and placed over it an actual reed, much as 
with'the clarinet. 2. They have extended the instrument to 
eight segments, with eight finger-holes (one of them at the 
back), thus extending its range. 3. They have standardized 
the instrument's size and thereby its pitch, enabling it to 
be played with standard orchestras. 
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The posture for playing a 7777e is shown in Figures 34 
and 35. There is no standard fingering for playing the 
traditional lilie. For a four-finger-hole lilie, the player 
usually uses both forefingers and both middle-fingers; either 
hand may be in the upper position. Figures 34 and 35 show 
Huang Huiji playing the improved, eight-segment lilie. He is 
using his left thumb for the back finger-hole; his left 
forefinger, middle-finger, and ring-finger for the upper 
three front finger-holes; and his right forefinger, middle-
finger, ring-finger and little finger for the lower four 
front finger-holes. Among the Li, the principal performance 
techniques applied to the instrument are legato, descending 
glissando, and non-stop blowing. 
The lilie is played for self-entertainment, or is played 
by the young people in their erotic musical activity It is 
also sometimes played at weddings, folk ceremonies, and 
rituals. The music usually consists of folk song tunes, some 
popular Bayin tunes, and some tunes specially intended for 
playing on this Instrument. All of these tunes are 
traditional; no tunes composed in the last few decades have 
been found among the folk. However, the professional 
composers of the Guangdong Ethnic Song and Dance Troupe have 
compossd a few lilie pieces for their stage and concert 
performances. 
Transcription and Recording Item 104 is a lilie piece 
played by Huang Huiji. It Is a Li love song. 
Single-reed, pipe-like aerophones are not uncommon among 
the Chinese peoples. However, the lilie is the only one made 
by joining several segments of bamboo together to form the 
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tube of the instrument. This distinctive feature of the lilie 
may prove significant in further studies of this instrument, 
or in comparative study of the lilie with the instruments of 
other peoples. 
9.2.3 Vai (or Bai) 
The va7 (or bai) is an aerophone which the Li people 
produce by imitating the Han suona. (See Figure 36.) While 
some players buy the Han suona itself (buying directly from 
shops), others make the vai instead. 
The suona consists of three parts: mouth-piece, tube, 
and bell (see Figure 31 for the Han suona) The mouth-piece 
is of brass, and has a double-reed attached; the tube is of 
wood, and has eight finger-holes, seven in the front side and 
one at the back; and the bell is again of brass. Though 
othsrwise a close imitation of the suona, the Li vai has no 
brass components. Its tube is made of bamboo, following the 
7f77e procedure of joining several short bamboo sections of 
progressively smaller diameter. Usually, the bell of the vai 
is made of hard paper or a local variety of flax, and the 
reed is produced from litchi leaves.* The vai differs from 
the 7 7 7 7© as follows. 
1 In the 77 776 each segment, apart from the mouth-
piece, has one finger-hole. In the vai only the middle three 
ssgmsnts have finger-holes: the uppermost has three holes, 
two in front and one behind; each of the remaining two 
ssgmsnts has two finger-holes in front. 
* On Hainan it is not easy to obtain regular reeds, 
whereas the litchi (a fruit plant) is readily available. 
Figure 36 Bai or Vai 
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2. In imitation of the suona, the vai has a double reed 
inserted in the top of the mouth-piece, and the mouth piece 
in turn is inserted into a small horizontal disc of wood (in 
the suona it is of brass), which serves as a lip support. The 
lilie, however, has a single reed directly split from, or 
attached to, the mouth-piece which is not provided with a 
lip-support. 
3. The bottom segment of the vai has no finger-hole, 
being partially concealed by the bell through which it is 
inssrted. The lilie has no bell, and as noted above its 
bottom segment does have a finger-hole. 
Like all other Li folk Instruments, the vai has no 
standard dimensions. Its length commonly ranges between 20 
and 30 cm. and it can produce a diatonic scale in a range of 
an eleventh. Because of the different materials used in 
making it, the vai has a softer and gentler sound than the 
suona. Similar performance techniques are employed for the 
two instruments, but the technique required for playing the 
vai is simpler than that required for the suona. The vai may 
be played at occasions like weddings and other ceremonies, 
being commonly used in the march that accompanies weddings. 
In addition, it is also sometimes used to accompany folk 
dances, particularly the Li dance called taijian (see Section 
9.2.11 of this Chapter). In some Li Bayin ensembles, the vai 
may replace the suona. 
The musical pieces played on the vai include certain 
tunes for various occasions, as well as the taijian dance 
music. Item 10 of Appendix 1 is a transcription of the 
performance of Lu Yuchan, a very old man of Ledong county in 
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1980, who plays the vai so well that the people of his 
village call him Vai. 
9.2.4 Bi and Bida 
The Bi is a bamboo-made single-reed aerophone, played 
vertically It is made from a single section of slim bamboo, 
usually ranging in length between 20 and 30 cm, and with an 
inner diameter of about 0.4 cm. In producing a bi, the node 
at the upper (i.e. the narrower) end of the bamboo segment is 
left in place, while that at the lower end is cut away. 
Baginning from the upper node, a roughly 2 cm length of the 
bamboo wall is slit open and pared to form a reed, whose 
vibrating end points downward. Finger-holes, usually four, 
though the number may range from two to six, are drilled in 
the same side of the tube (see Figure 37). 
There is no strictly standard way for playing the bi 
Generally the performance is as shown in Figures 41 and 42. 
Performing techniques Include non-stop blowing, legato, and 
descending glissando. 
A four-finger-hole bi can produce a one-octave 
pentatonic scale. However, the relative pitches of the notes 
are not necessarily exactly as in the standard pentatonic 
seals. 
Ths bida is made by binding together two bi of identical 
size (See Figures 38 and 39). The sound of the bida is almost 
twice as loud as than of the bi, and because the pitches of 
ths two component bi differ slightly, the Instrument produces 
a pleasant quavering sound impossible on the bi Because of 
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Figure 38 bida ( f r o n t ) 
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Figure 39 Bida (back) 
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Figure 40 Bida: detail of mouth piece 
2fO 
Figure 41 Bida: performing posture 
Figure 42 Bida: performing posture 
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its louder, quavering sound, the bida is generally more 
popular than the bi. For particularly lively occasions, a 
player may intentionally bind together two ib7 of different 
sizes (hence of markedly different pitches) to produce a bida 
with a more lively and exciting sound. 
The bida is played in the same manner as the bi, but 
with each finger playing a pair of finger-holes rather than a 
singls hole. Performing techniques are the same as those used 
for the bi. 
The musicians of the Guangdong Ethnic Song and Dance 
Troupe have improved on the bida and developed the relevant 
performing skills. Instead of producing a downward pointing 
reed by paring a section split away from the front side of 
the top end of the bamboo tube, they cut a rectangular 
opening in the rear side of the top part, and attach to it an 
upward-pointing reed, as in the western clarinet (see Figure 
40). Also, they have increased the number of finger-holes and 
standardized the dimensions of the instrument, to extend its 
range and standardize the pitch. The definitive model of the 
bida that they have developed has eight pairs of finger-holes 
(one pair in the rear side and seven in the front, see 
Figures 38 and 39). Enrichment of the performing skills has 
been achieved by adding more techniques such as different 
tonguings. The fingering for this improved bida is shown in 
Figures 41 and 42. The left thumb plays the rear pair of 
finger-holes; the left fingers play the four upper front 
pairs of holes; and the right forefinger, middle-finger and 
ring-finger play the three lower pairs of holes. 
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The bida shown in Figures 38 to 42 is this improved 
model, made by the Li musician Huang Huiji of the Guangdong 
Ethnic Song and Dance Troupe. It is 25 cm long, and has an 
inner diameter of about 0.4 cm. The scale it produces is: 
> ' * 
Transcription and Recording Items 105 and 106 are tunes 
played on this bida by Huang Huiji. 
The occasions for playing the bida are similar to those 
for playing the lilie. These loud, bright-toned aerophones 
are eepecially played on happy, lively occasions, or to 
accompany lively folk dances. They are also played for self-
entertainment, or as part of the young people's erotic 
musical activity. 
Aerophones produced by binding together two identical 
sizsd pipes are not uncommon throughout China. To provide 
information for further comparative stydy, the local names of 
thess double aerophones and their areas of distribution are 
listsd below.s For the sake of clarity I have grouped the 
Instruments into three categories. 
1. single-reed: 
the gili, shibuli, or bang of the Qiang people in 
Sichuan province; 
the luzha or xiaolie of the Zang (Tibetan) people in 
Sichuan province; 
' This information was gathered from various sources, 
"including my own academic study and training, my field work 
in various regions of China, and some relevant Chinese 
publications such as ZMXSMWYY 1986 (see Bibliography) 
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the double bawu of the Yi people in Yunnan province; 
the double suona of the Miao people in Guizhou and Hunan 
provinces; 
the feichake of the Xibo people in Xinjiang; 
2. double-reed: 
the koshinaiyi of the Wuzibieke (Uzbek) people and 
Weiwuer (Uygurs) people in Xinjiang; 
the zhanji of the Miao people in Guangxi province; 
the shuangguan of the Han people in northeast China; 
the double ^7 7 7 of the Chaoxian (Korean) people in 
northeast China; 
the mimi of the Hui, Han, Dongxiang, Bao'an Shala, Tu 
and Yugu peoples in northwest China; 
the double benmoheidili of the Yi people in Yunnan 
province; 
3. non-reed (vertical flute style): 
the zhandexi of the Miao and Buyi peoples in Guizhou 
provincs; 
the Tiling of the Menba (Moinba) people in Tibet. 
Further types of aerophones more or less similar to the 
above in style are found also among some other minority 
peoplss. Examples are the ruizuo, zhanxi, bige and aqiajueli 
of the minorities in Yunnan province, which consist of a 
major pipe and a minor pipe bound together; and the boxiaohu 
of the Buyi people in Guizhou and Guangxi provinces, which 
consists of two separate pipes played as a pair by one 
player. 
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9.2.5 The Zo 
The zo is a vertical bamboo flute (see Figures 43 to 
51). It is made from a single section of bamboo with the 
lower node cut away and the upper node left in place together 
with about 2 cm of the next internode. Thus the top end 
comprises a short section of tube closed off below by the 
upper node. This serves as the mouth-hole of the flute. 
Tangential to the node a pair of Joined air-holes is drilled 
in the front side of the tube, in such a way that the node, 
which remains unbroken, forms a not quite complete wall 
between them (see Figure 45). The upper one of these paired 
air-holes is then covered with a piece of tree leaf or rubber 
tied to the tube (see Figure 46). Finally, four simple holes 
are drilled in the body of the bamboo section as finger-
holes: one in the rear side and located at the mid-point of 
the instrument (see Figure 44); and three in the front side 
along the lower part of the instrument (see Figure 43). 
The zo may vary in length from 40 to 200 cm, depending 
on the player's or maker's preference. However, most commonly 
the length ranges from 70 to 130 cm. The diameter of the zo 
also varies, but is usually less than 3 cm. 
The usual manner of playing the zo is shown in Figures 
47 to 49. The player presses his lips around the mouth-hole, 
and blows (see Figures 47 and 48). The left thumb plays the 
rear hole, and the left ring-finger the upper front hole; the 
right thumb (some people use the right forefinger) plays the 
middle front hole and the right ring-finger (sometimes the 
right middle-finger) plays the lower front hole (see Figures 
2 9 5 
Figure 43 ^ ( f r o n t ) 
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Figure 44 Z^ (back) 
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Figure 45 Zo: detail of mouth piece 
29S 
Figure 46 ^:detail of mouth piece 
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Figure 47 Zo^ : performing posture 
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Figure 50 Performing on a long ^£ 
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47 and 49). Zo of more than a metre in length are difficult 
or impossible to play in this way They therefore normally 
have a special mouth-piece attached making the instrument 
look like Western bassoon. Figure 50 shows such a zo and the 
manner of performing on it. 
Zo makers commonly paint their instruments with 
decorative patterns, as shown in Figures 47 to 50. 
The sound of the zo is soft and gentle. Legato and 
descending glissando are the techniques commonly applied in 
performing. An ordinary folk zo player can usually play a 
pentatonic scale over a range of less than two octaves. In 
fact, however, several overtones can be produced, so that a 
good zo player may extend the range of the instrument to 
three octaves. Furthermore, by means of various fingerings 
certain semi-tones can be produced. According to a report 
made in the 1960's (He Yun, Yang Youhong and Sun You 1ang 
1963:14), the professional musicians of the Guangdong Ethnic 
Song and Dance Troupe can play the following range on a four-
finger-hole zo: 
0 -e-
•A. a- — 
2. z: _ Z 
The following is the range of the natural scale played on a 
four-finger-hole zo by the Li musician Huang Huiji of the 
same troupe, whom I interviewed and recorded in March 1988. 
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Among the Li, the zo is mainly used by the young people 
in their erotic musical activity When a youth goes to visit 
his girl-friend in her blonggui, he may first play his zo 
outside. She, recognizing it as her boy-friend's performance, 
comes out and invites him in. The couple may then stay inside 
her blonggui or go out into the fields, playing the 
instrument together in the quiet night. Figure 51 is a 
photograph of such an occasion, taken by a professional 
photographer. As mentioned earlier, few present-day Li young 
people can play instruments, so that such a scene is now 
rarely found; and even if it were found, photographing it 
would be considered offensive. The scene shown in Figure 51 
was therefore not photographed from a real life situation but 
was posed specifically for the purpose. Nevertheless, 
according to my Li informants, the scene and the environment 
shown are authentic, though the costumes are artifical; the 
Li never dress so beautifully, such costumes being seen only 
on the stage. This photograph does therefore give some idea 
of the circumstances in which the zo is played. 
The musical pieces played on the zo are usually the 
tunes of Li folk songs together with some tunes specially 
intended for playing on this instrument. Transcription and 
Recording Items 107 to 109 are a few pieces played on the zo 
by Huang Huiji. 
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Vertical bamboo flutes are commonly found among many 
peoples in China. Together with the transverse flute, they 
form a huge flute family, one of the most popular and ancient 
Chinese instrumental families." Further research into the Li 
zo might profitably be linked with a study of this entire 
family-
9.2.6 Tuenka 
The tuenka is a type of nose-flute (see Figures 52 and 
53). It is made from a slender section of bamboo, in which 
the two nodes are left in place but with a hole drilled in 
each. Two more holes are drilled in the inter-node, one near 
each end. The hole in the upper node is for the nostril to 
blow into the flute. The holes in the side of the tube and in 
the lower node serve as finger-holes. The tuenka is commonly 
60 to 80 cm long, though some reach more than one metre. 
Sometimes, when a sufficiently long, slender section of 
bamboo cannot be found, two shorter sections, each with one 
node removed, may be joined to form a single long piece, by 
inserting the narrower end of the one section into the wider 
end of the other. Figure 52 shows a tuenka collected from 
Ledong county by my Hainan field-work team in 1981, with 
measurements made by team-member Zhou Qingqing. 
The usual posture for playing the tuenka is shown in 
Figure 53. Holding the upper portion of the instrument with 
' Since the archaeological discovery at Hemudu in 
Zhejiang province, it is now commonly recognized by Chinese 
ethnomusicologists that the history of Chinese flutes can be 
traced back to 4,800 B.C. (Refer, e.g. ZYYYY 1984:125. See 
Bibliography) 
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Figure 52 Tuenka 
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the left hand, the player places the upper hole to the left 
nostril and blows. (Some players use cotton or kapok to block 
the other nostril when playing.) The left forefinger or 
midlle-finger is used to play the upper finger-hole. The 
lower portion of the flute is held in the player's right 
hand, enabling the thumb to play the lower finger-hole, and 
the forefinger or middle finger to play the bottom finger-
hole. However, there is no strict common standard posture for 
playing the tuenka. In some cases, the upper and lower 
finger-holes may not be on the same side of the flute, so 
that the fingers used for those holes differ from those 
mentioned above. Furthermore, a tuenka can always be played 
in a posture which is the mirror image of that shown in 
Figure 53, or in the same posture but using the other 
nostril. When playing a very long tuenka, the player may have 
to adopt a reclining position, and play the lower finger-
holes with the toes. 
On the tuenka a pentatonic scale can be produced, which 
is (relatively) as follows: 
-4«^ 
Among the folk the range of the tuenka is usually 
limited to one octave or a tenth, but with high performing 
skill it is possible to extend this range. 
The tuenka has a very soft sound, and the melody is 
always played legato with many short descending glissandos, 
making the music sound gentle and smooth. Tuenka music 
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includes some tunes specially designed for it. Such music is 
always slow in tempo. 
The tuenka is mainly played by the young people in their 
srotic musical activity. The occasions for playing it are 
usually in quiet nights, when a couple of lovers are leaning 
close to each other. Some Li people say that a young person 
can always recognize his or her lover's performance and never 
makes a mistake. 
Transcription and Recording Item 120 is a piece of 
tuenka music. 
In China nose-flutes have been observed only among the 
Li people of Hainan and the Gaoshan people of Taiwan. No 
noss-flute has been found on the mainland. 
9.2.7 The Ga7 
The gai is a type of Jew's harp. It is made of bamboo or 
metal (brass or iron). Figure 54 shows the common shape and 
sizs of a bamboo gai It consists of a short strip of bamboo, 
shaved away on the inner side to a thin piece. In the middle 
of the piece a single tongue is formed by cutting 
longitudinally As shown in the figures, the area at the root 
of the tongue is pared very thin to yield better vibration. 
Metal gai differ slightly from bamboo ones, being 
usually a little longer and narrower. Figures 55 and 56 which 
are photographs I took in Baoting county, show the common 
shape and size of the metal gai. A metal gai can produce 
stronger and longer lasting vibration than a bamboo one. 
Figure 57 shows how the gai is played. The player holds the 
$\i 
Figur 54 Gai (bamboo) 
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Figure 57 Gai performance 
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instrument by its narrow end with his left hand, and places 
it horizontally between his lips (in the case of a bamboo 
gai, preferably with the shiny skin surface of the bamboo 
facing out). He places the gai so that the distal part of its 
tongue is located centrally between the lips. He then uses 
his right thumb (less often a finger) to gently pluck the 
wider end of the gai. This causes the tongue of the 
instrument to vibrate. The mouth cavity acts as a resonator, 
and by altering its size while plucking, different notes are 
produced. 
Like other Jew's harps, the gai is a harmonic 
instrument, using the player's mouth cavity as a resonator 
and producing only natural harmonic scales. Because of the 
nature of its scale, the tunes played on the gai are 
different from those played on other Li instruments, which 
can produce clear pentatonic or diatonic scales. Recording 
Item 128 is a gai tune played by Wang Pingkun of Baoting 
county 
The gai is mainly played by the young people for their 
erotic musical activity, sometimes also for self-
entertainment. It is usually played in quiet nights when two 
lovers are together by themselves. They use the gai to 
express their mutual affection In the Wuzhishan areas there 
is a folk tale about the gai in which the Li people relate 
their Ideas about the origin and function of the instrument. 
The tale is as follows. 
Once upon a time the daughter of the head of a Li tribe 
fell in love with a poor youth named Gai, who was a very good 
singer. The head disapproved of his daughter's behaviour. 
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believing that Gai had seduced her by singing love songs. He 
therefore caught Gai and cut out his tongue. Being unable to 
sing, Gai cut a piece of bamboo to make an instrument, and 
played it to express his affection for the girl His music 
deeply moved all the Li girls, so they cut many bamboo pieces 
for him to make similar instruments, in the hope that his 
music would remain forever. Since then, the Li people have 
called this type of instrument gai and regarded it as a 
symbol of love. Young people play it to express their 
affection for one another (Wang Guoquan and Wang Kerong 
1986:176) 
In Mandarin Chinese the Jew's harp is called kouxian, 
which is a general term for all such instruments. The kouxian 
is, as Chinese ethnomusicologists are well aware, one of the 
most wide-spread instruments in the country. It has been 
found among more than half of China's fifty-six peoples, 
including the Li, Miao, Yi, Lisu, Lagu, Bai, Nu, Naxi, Yao. 
Hui, Gaoshan, Zang, Dulong, Hani, Wa, Dai, Jingpo, Bulang, 
Hasaks (Kazak), Luoba, Kemu, Han, Qiang, Jinuo, Dawo'er 
(Daur), Elunchun, Ewenke, Hezhe, Xibo, Man, Menggu 
(Mongolian), Shala, Ke'erkezi (Kirgiz) and Weiwu'er (Uigur) 
These peoples inhabit all parts of the country except a few 
provinces in the central east. The types of kouxian and their 
local names differ from people to people. The kouxian of the 
Li people on Hainan (i.e. the gai) has just a single tongue 
and is played with a finger, while among the Gaoshan people 
of Taiwan multi-tongued kouxian are commonly seen, which are 
played with a string (see Figure 58) (Chen Chi-lu 1968:74-77; 
Lu Ping-chuan 1973). In mainland China, both of these ways of 
315" 
Figure 58 Jew's Harp of Taiwan Aborigines 
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playing the kouxian exist, but only the single-tongued form 
of the instrument has been found. I have found no report of a 
multi-tongued kouxian among any of the ethnic groups in 
mainland China. However, it is well known that in south-west 
China some peoples, such as the Yi, Lagu, Lisu and Naxi, like 
to bind several single-tongued kouxian together by their ends 
(usually three, though up to five have been found) and play 
them as a set. Figure 59 shows such a set of kouxian of the 
Yi people in Chuxiong county, Yunnan province, which I 
collected in 1983. There is no evidence that the Sfa7 of the 
Li on Hainan is ever played in this way- Some mainland 
peoples commonly play their versions of the kouxian with two, 
three or even four fingers alternately (the little finger is 
not ussd), especially if it is a multi-piece set. The Li, 
however, play their simple gai with only one finger 
The kouxian is one of the most ancient instruments in 
China. According to up-to-date studies (e.g. ZYYYY 1984:210-
11), historical records of it go back more than two thousand 
years to the Warring States period (475-221 B.C.) and the 
Eastsrn Han dynasty (25-220 A.D.); and records have been 
found in various writings in later periods. Although I have 
found no historical records of the gai of the Li people, it 
seems reasonable to assume, given the general situation of 
ths kouxian in China, that the gai has a comparably long 
history. 
According to an informant Chen Jieqiong, a cultural 
worker at the Cultural Centre of Changjiang county (in the Li 
area of Hainan) a special type of kouxian exists in this 
county (reported by Zhou Qingqing; see Yang Mu et al 
t i t 
a 
Cd 
a 
a 
3 
00 
a 
o 
•H 
X 
3 
x: 
o 
a 
•H 
o 
p . 
• H 
CO 
G 
Cd 
• H 
X 
3 
o 
m 
cu 
u 
3 
00 
•H 
318 
1981:195). This instrument consists of a small wooden bow and 
string (the informant did not know the material of the 
string), with a small, thin metal piece at each end of the 
string. The player puts the bow in the mouth and presses the 
metal piece to vary the pitch and thus produce musical notes. 
The instrument is difficult to play, and its sound is very 
soft. Only a few old people can still play this instrument, 
which is therefore rarely seen nowadays. The informant's 
description is neither precise nor thorough; I suspect that 
ths bow is made not of wood but of bamboo. Nevertheless, one 
can infer that this instrument does not belong to the kouxian 
family but is a type of musical bow, of which the only other 
example has been found among the aboriginal Gaoshan people of 
Taiwan. No example of such a musical bow has been observed 
anywhere in mainalnd China. The musical bow of the Gaoshan 
people is described as follows (Chen Chi-lu 1968:78-79): 
Musical bows played by the women of the Bunun, 
the Thao, the Tsou, the Puyuma, and the Ami, are of 
the simplest form. They consist of a bow made of a 
bamboo splint about 45 to 60 cm. in length with one 
string upon which the musician plays. The string is 
made of pliable but tough plant fibre such as 
Alpinia speciosa Schum.; however, in recent years, 
copper wire or steel wire has come to be used. 
Attached to the upper end of the bow, there is a 
piece of thin bamboo splint which is bent over in a 
U-shape, and the string bound to the upper end runs 
along its outer rim. This device may add 
flexibility to the string, but the instrument has 
no resonator (Figure 15:A-B). When the instrument 
is played, the lower part of the bow is held in the 
left hand with the index finger pressing on the 
lower end of the string. The upper part of the bow 
is lightly held by the mouth, and the upper end of 
the string plucked alternately by the thumb and the 
fore-finger of the right hand ... 
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Whether there is any relationship between these two types of 
musical bows—found among the aborigines of these two Pacific 
islands—remains a topic for further research. 
9.2.8 Langgong 
The langgong is a type of idiophone (see Figures 60 and 
61). It is simple in design, consisting of two, or 
occasionally three or four, horizontal wooden bars, struck 
with a pair of wooden sticks. The bars may be simply hung 
between two trees.in the field, or they may be hung from a 
bamboo trestle. Usually the bars are two to three metres 
long., and elliptic or half-elliptic in cross section, with a 
major axis of about 10 cm. The bafs taper imperceptibly from 
one end to the other, thus producing two notes of different 
pitches, one from each end. They are usually made from a 
special type of local tree called chaijisen in the Li 
language. The sticks used for striking the bars are usually 
about 30 cm long and made of a hard wood. 
As shown in Figures 60 and 61, each bar is hung from two 
ropes, fastened near its ends. Musical sounds are produced 
when the player, using the stick, strike the bars on the 
ssction lying between the ropes. The pitch of the sound 
depends on the size of the bar and the position of the rope. 
By changing the position of the rope or changing the size of 
the bar (either substituting a different bar or cutting an 
existing bar smaller), the pitches can be changed. In a 
normal-sized two-bar langgong, the pitch difference between 
the two notes produced from the same bar may range from a 
3 2.0 
Figure 60 Langgong and performance 
Figure 61 Langgong and performance 
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major second to a perfect fourth; and the pitch difference 
between the two bars usually ranges from a major third to a 
perfect fifth. The notes produced with the langgong shown in 
Figures 60 and 61 are as follows (refer to Recording Item 
121): 
m 
^ 
* y -
*_ ——*^ 
lower bAT ( } 
The langgong has two functions: it may be played as a 
musical instrument for self-entertainment or as a device for 
protecting crops from animals and birds. This second function 
is commonly considered by the Li people to account for the 
origin of the instrument. In the mountains of Hainan there 
are many wild boars and other animals. Herds of wild boars 
often invade the fields, and can destroy an entire crop in a 
single night. People therefore build small huts by the 
fields, and stay there day and night to guard the crops, 
especially when the harvest season is approaching. They scare 
any animals and birds away by striking wooden bars, sometimes 
keeping it up all night long. Reinforced by echos from the 
valley, this continuous striking of the wooden bars makes a 
great deal of noise. Staying alone like this in the mountains 
for days and nights on end to guard the crops is lonely and 
boring. The striking of the wooden bars therefore becomes a 
form of self-enterta1nment, a practice which, many Li people 
say, led to the development of the langgong. 
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Since the langgong is a simple instrument with only a 
few notes, there are no tunes specially intended for playing 
on it, nor is there need for special instruction in playing 
it. Neverthless the instrument has great possibilities for 
playing varied and complex rhythms. The professional 
musicians of the Guangdong Ethnic Song and Dance Troupe have 
also adapted the langgong for their orchestra. Transcription 
and Rscording Item 121 is a langgong performance by Guo 
Zeyun, a member of this troupe. The music is part of a 
composition by Chen Yuanpu, a composer with the same troupe. 
No examples have been found of the same instrument among 
the peoples in mainland China, but the Gaoshan people of 
Taiwan Island have a similar idiophone. It is described as 
follows (Chen, Chi-lu 1968:82): 
Xylophones found among the Ami are of the compound 
type. They usually consist of three wooden bars of 
different diameters about one meter in length which 
are hung on a pair of wooden frames in the shape of 
a bed (Figure 16:A). The bars are struck by a pair 
of sticks to produce different notes. The bar may 
sometimes be made of bamboo as reported by Sayama. 
(Figure 16:B) Besides being used as a musical 
instrument, the xylophone is sometimes used as a 
device to make sound for scaring away birds in the 
fields before crops are reaped. 
From this description it can be seen that the instrument is 
similar to the langgong not only in design but also in 
function. 
9.2.9 Thuen 
According to information obtained by Zhou Qingqing in 
1981 from a Li informant Wang Wenhua, at that time a member 
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of the Guangdong Ethnic Song and Dance Troupe, the Li people, 
especially in Baoting county, also have a special type of 
aerophone called the thuen (Yang Mu et al 1981:193-94; Zhou 
Qingqing 1981:83-84). The informant showed Zhou a thuen and 
played a tune on it, stating that this was the only thuen 
tune he knew and that he had learnt it from an old Li person 
in Baoting county. Neither in my field work nor in any other 
source have I ever observed or found any trace of such an 
instrument. The single thuen observed by Zhou Qingqing is, 
therefore, the one and only instance of this type of Li 
aerophone known to researchers. It would be improper to make 
generalizations about the instrument on the basis of a single 
observation of a single example. Nevertheless, because of its 
uniqueness, the description of this single example is 
valuable for research. It is briefly as follows. 
The thuen is made from a single section of bamboo, from 
which both nodes have been cut away (see Figure 62) It looks 
very like a zo but, at 36 cm long, is much shorter than the 
average zo. The diameter of the bamboo tube is 1.8 cm. Six 
fingsr-holes are drilled in the lower part of the bamboo 
section, five in the front side and one in the back. Into the 
upper end of the tube a wooden stopper is inserted. This is a 
2 cm-long cylinder of wood, pared flat at the back, thus 
leaving a crevice between it and the bamboo wall, through 
which the player blows into the tube. On the flat surface of 
the wooden stopper, two reeds are attached, lying on top of 
each other and with their free ends facing downward. Two 
centimetres down from the upper end of the instrument, i.e 
at a position exactly below the wooden block, a square air-
Figure 62 Thuen 
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hole is cut into the rear side of the bamboo tube. If the 
player holds the instrument so that the square air-hole 
remains outside of his lips, and blows into the upper crevice 
as if playing the normal vertical flute, a sound is produced 
similar to that of the zo or of the normal vertical flute. 
If, however, he places his lips lower down, so that the 
square air-hole is half covered by his lower lip. the 
instrument produces a characteristic vibrating sound, a 
result of the air current causing the two reeds to vibrate. 
This effect is usually applied when playing a long note. 
As mentioned in Section 9.2.5, vertical flute style 
aerophones are common among many peoples in China. Nowhere in 
the country, however, has an instrument of the thuen style 
ever been found. That is to say, the thuen is the only 
example of a flute provided with reeds. This unique 
characteristic gives the thuen a special significance within 
the flute family 
9.2.10 Other Li Instruments 
The Li have no chordophones of their own. Formerly some 
Li people used to make imitations of the Han erAju and yueqin 
using local materials. For example, to make the strings and 
bow-hair they used a type of very strong, slender rattan 
instead of the silk (or wire) and horse-hair employed in the 
Han erhu. The Li imitation of the Han erhu was called landoy, 
and that of the yueqin was called landong. However, these 
imitations of the erhu and yueqin are no longer seen, the 
erhu and yueqin themselves being now readily available in 
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shops in the town together with other popular Han 
instruments. Similarly, the Li now commonly use Han style 
drums, gongs and cymbals where formerly they used a few types 
of drums and gongs, regarded locally as traditional Li, 
rather than Han, instruments. Wherea before the Cultural 
Revolution these instruments could still occasionally be 
found, they are now no longer seen, having apparently been 
destroyed during the Cultural Revolution. Piecing together 
the scattered information obtained during my own 
investigations, along with some gleaned from secondary 
sources (e.g., Odaka 1942; He Yun, Yang Youhong and Sun 
Youlan 1963; Wang Guoquan and Wang Kerong 1986; Han Boquan 
1986), yields the following brief description of these 
traditional Li drums and gongs. 
1. Nangnong 
The nangnong was a traditional Li drum. Its body was 
wooden, being made by hollowing out a single large log and 
then covering both ends with cattle hide or the skin of the 
yellow water-deer Usually the drum was 100 to 150 cm high, 
while the skin face had a diameter of 40 to 80 cm. The skin 
was fixed to the rim of the log with wooden pegs. Often it 
had pictures painted on it, usually of animals, such as 
cattle and deer, and tools such as rakes and ploughs. The 
drum produced a very strong sound audible from far away 
Though it did also function as a musical instrument, the drum 
was mainly used for calling the villagers together when there 
was some public event in the village requiring a meeting. It 
was usually hung by the door of the village head's house and 
in that position was struck on one of its skin faces. As an 
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instrument, the drum was played in public ceremonies or 
rituals, usually by a single performer accompanied by many 
others playing the 7o (see next paragraph). On these 
occasions it was stood on the ground where the people were 
gathered, and was struck on its upper face with a single 
wooden stick or a pair of wooden sticks. 
2. Lo 
The 7o was the traditional Li gong. It differed from 
Han-style gongs (called 7uo in Mandarin) in having an 
unusually wide rim. Its diameter was commonly around 40 cm 
though large ones could measure up to one metre. For a normal 
sized 7o the rim was usually 9 cm wide. Traditionally it was 
considered desirable for a Li family to have several 7o in 
their possession, the number of 7o being symbolic of their 
wealth and social status. A rich family, such as that of the 
tribal head, might own as many as several dozen 7o. The price 
of a 7o depended on its size and sound quality. A very good 
one might equal a few oxen in value. As mentioned above, the 
7o was used in public ceremonies and rituals, the villagers 
playing a number of them to accompany the performance of a 
leading nongnong (drum). 
3. Wo 
This was another type of gong formerly used by the Li 
people. It lacked the wide rim of the 7o and was usually much 
smaller overall. This type of gong was also distinguished by 
having two frogs cast on to its rim, one at each outer edge. 
The wo was highly valued by the Li. According to the local 
chronicles of Yazhou (the present Sanya city), a good wo 
might be worth a dozen oxen (Han Boquan 1986:74). The wo was 
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played only at funerals. I have not been able to obtain any 
further information on just how it was played on such 
occasions. 
In the early 1960's, in Tongtang village of Ledong 
county, an unusually large wo was found. It measured 40.7 cm 
in diameter, and had, cast on its face, a pattern of bagua 
(Taoist symbols) and two dragons playing with a ball. (He 
Yun, Yang Youhong and Sun Youlan 1963:22) 
4. Ancient bronze drum 
Various types of ancient bronze drums (a type of 
idiophone) are still fairly common among many minority 
peoples of south and southwest China, as well as in southeast 
Asia. (See figure 63.) The world's most ancient bronze drum, 
unearthed at Wangjiaba, in Chuxiong county of Yunnan province 
in south China, is known to have been made between the eighth 
and fifth centuries B.C. Bronze drums found in some areas, 
such as China's Guangxi province, commonly have figures such 
as frogs and other animals cast on them. The occurrence of 
ancient bronze drums among the Li people of Hainan is 
mentioned briefly in two recent Chinese publications as 
follows: "Many bronze drums have been discovered in Li areas 
since Liberation [1949] They are basically the same types as 
those found in Guangxi [in south China, mainly inhabited by 
the Zhuang people] " (GMMWWCBW 1981:553) "[Bronze drums] 
sxist in the areas of the . . . Yi, Miao, Dong, Zhuang, Buyi, 
Shui, Li, Yao, Bai, Wa, Tujia, Gelao, and other peoples" 
(ZMXSMWYY 1986:321) No further details or information are 
given, nor do the authors indicate the sources of their 
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information. I have been unable to find any related 
information from any other source. 
The above descriptions of these four types of Li drums 
and gongs are regrettably brief; further investigation is 
rsquired to obtain adequate details. Nevertheless, the 
available information does make possible the following 
tentative conclusions. 
1. Because the Han drums are not usually made in the 
same way as the Li nangnong, they may have an independent 
origin. Usually the body of the Han drum is made by joining 
wooden pieces, and is not as large as that of the Li 
nangnong. On the other hand, the method employed by the Li in 
making their nangnong is not uncommon among minority peoples 
in south China (Including the southwest). The Jinpo, Jino, 
Yao, Wa, Dai (Thai), Yi and Miao peoples of south China all 
make their drums in a similar way (ZMXSMYYY 1986). The Li 
nangnong may, therefore, be ultimately linked with the drums 
of those peoples. 
2. The Li 7o is probably also ultimately linked with 
similar instruments among some of the minorities in south 
China, but it is unlikely to be connected with the gong of 
the Han people. Generally speaking, the rim of the Han gong 
is relatively much narrower than that of the Li 7o. (In some 
Han areas, locally made gongs may appear with a relatively 
wide rim, but these are usually not regarded as standard Han 
gongs.) On the other hand, gongs of exactly the same type as 
the Li 7o are among the popular instruments of the Zhuang 
people in Guangxi province (in south China). This type of 
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gong is commonly used in the orchestra of the traditional 
Zhuang opera. 
3. The Li wo presumably also has links with the 
minorities of south China rather than with the Han. The basis 
for this inference is that although no gong of the wo type 
has been found among other Chinese peoples, the custom of 
casting figures on their bronze drums and gongs does commonly 
occur among some minorities in south China, while no such 
custom is found among the Han people. The bronze drum shown 
in Figure 63 provides an example of this custom. 
4. If reliance can be placed on this information, i.e. 
that many of the types of ancient bronze drums found among 
the Zhuang people of Guangxi are found also in the Li areas 
of Hainan, then this may be taken as further evidence of 
links between the Zhuang and the Li. 
5. Each of the above four points suggests that these Li 
drums and gongs have links with similar instruments of 
certain minority peoples of south China. When account is 
taken also of current scholarly opinion regarding the ethnic 
origins of the Li people—from peoples of south China or 
Southeast Asia (see Chapter 2, Section 2.4.1)—the likelihood 
of such links is further strengthened. 
9.2.11 Li Folk Dance Accompanied by Instruments 
Traditionally the Li had certain types of folk dance 
accompanied by instruments. These dances were performed 
during certain public ceremonies and religious rituals. 
However, following the communist occupation of Hainan in 
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1949, all such folk dances have gradually ceased to exist 
among the folk. The latest records of these types of folk 
dance date from the 1950's. 
Major types of Li folk dance include the bamboo-pole 
dance, the shaman's dance, and the knife dance. These can be 
briefly described as follows. 
1. The bamboo-pole dance 
The bamboo-pole dance is called tunse' in the Li 
language, meaning "jumping the poles" It used to be very 
popular among the Li; up to the 1950's almost every Li person 
knew how to perform it. The dance was basically the same 
throughout the Li areas, though its steps and rhythms could 
vary from place to place. It was usually performed on a 
moonlight night, when a public ceremony (such as a 
cslebration for a good harvest) or a religious ritual (such 
as a funeral) was taking place. The performers were always 
young people, but the whole village might watch and enjoy it. 
Ths following are two descriptions of this dance. The first 
is by the Japanese anthropologist Odaka Kunio, whose 
obssrvations were made at a village in Ledong county in 
December 1942. 
Another popular form of recreation is the pole 
dance (tyun-shek). This takes place after the 
harvesting on a moonlit night. The girls and boys 
are divided into two groups (Photographs 47 and 
48). Usually there are six wooden or bamboo poles 
on the ground. Three girls at both ends each grab 
two of the poles and clap them together. One or two 
boys try to hop along among the poles while the 
space between the poles is being widened and 
narrowed. Their feet must not be caught between the 
poles. When the poles are clapped together they 
make a loud noise, so the girls vary the speed of 
the beat making sounds of various meter and marking 
time with shouts. The boys have to adjust the speed 
of their hops to conform with the varying speed of 
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the beat. The name "pole dance" is my own 
invention, but actually it is more like rope 
jumping than a dance. It must be noted that the 
boys are the ones who do the jumping and never the 
girls. The girls clap the poles together igop-
shek). This takes place in a truly harmonious 
atmosphere. When the dancer does a good job 
everyone applauds him. Since the time we visited 
them was just around harvest time we could hear the 
beating of the poles from far off villages on many 
moonlit nights. I do not know if the Chinese have a 
similar game. (Odaka 1942:61) 
The second description is from a mainland China 
journalist's observations in a Wuzhishan village in May 1950. 
Tonight the boys' strange dance attracted our 
attention mostly. They laid several bamboo poles, 
each a few metres long, side by side on the ground. 
At each end of the poles stood two people, who 
grasped two adjacent poles and clapped them 
together alternately People—one, two, three, or 
more—jumped between the clapping bamboo poles. As 
time passed the poles were gradually raised higher 
and the dancers Jumped correspondingly higher and 
higher I noticed that a few boys, not sufficiently 
skillful and quick, were hit on the feet or shanks 
by the two clapping poles. The clapping of the 
bamboo poles throughout the dance produced a 
rhythmic sound, resembling the percussion 
accompaniment of the yangge [a type of popular Han 
dance accompanied by percussion instruments]. (Ai 
Zhiping 1950:25) 
According to traditional Li custom, the bamboo-pole 
dance was obligatory during funeral rituals to show people's 
respect for the deceased and their ancestors. The more happy 
and lively the performance of the dance, the greater the 
respect shown, and the more honoured the host family felt. At 
ths same time, such performances provided good opportunities 
for the youths to show off their dancing skills publicly and 
thus attract the girls' attention. For this reason young 
people always enjoyed participating in the dance. (Han Boquan 
1986:76) 
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In this dance, the bamboo pole was not only a property 
in the performance, but also a type of percussion instrument 
for accompanying the dance. As a collective dance, requiring 
all participants to keep strictly to the beat, the bamboo-
pole dance necessitated certain fixed rythmic patterns. 
Howsver, I have found no reliable information clearly 
indicating the structure of those patterns. 
It is well known that similar bamboo-pole dances 
currently exist in some Southeast Asian countries such as 
Vietnam and the Philippines. (Casper 1978.) 
2. Shaman's dances 
Thsre were a few different types of dance that Li 
shamans used to perform during rituals. Each had its 
particular religious purpose, but individual names do not 
seem to have existed. Based on an anthropological report, a 
few dances of this type performed by the pachan (see Chapter 
7, Section 7.4) can be briefly described as follows 
ZSMSLDZCGB:1986). 
(1) Dance with bowl and chop-stick: 
This dance was performed for the purpose of calling back 
the soul of a person (who was sick or whose soul had been 
taken possession of by the devil) The pachan danced while 
holding a bowl In one hand, and striking it with a chop-stick 
hsld in the other hand. It was also observed that on some 
occasions the pachan balanced the bowl on his head instead, 
managing to keep the upper part of his body sufficiently 
stabls while dancing. In this type of dance, the bowl and 
chopstick served not only as properties for the dance but 
also as a percussion Instrument for accompanying the dance. 
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(2) Dance with oblation: 
This dance was for offering oblation to a god or an 
ancestor As the pachan danced, his assistant played a gong 
to accompany him. The pachan held an arrow on whose head 
skswered a skirt containing a small chicken with its feet 
tied up. In the second part of the dance the pachan put the 
oblation (the arrow, skirt and chicken) on the sacrificial 
altar—in this case an artificial pagoda—then took up a hand 
drum and played it while continuing the dance. 
(3) Dance with sword: 
In this case the pachan danced holding a sword, and 
accompanied by a drum and a gong. 
Another type of shaman's dance is mentioned in an 
article written by local scholars of Hainan. This dance was 
performed in Baoting county by a pachan and several women 
with bowls and chopsticks. The dancers formed a line, each 
one balancing a bowl on her head, and striking it with a 
chopstick while dancing and singing. Performance of the dance 
took place when a child was sick and a pachan was invited to 
drive out the evil spirit that had caused the sickness. (Wang 
Guoquan and Wang Kerong 1986.) 
Until more reliable information is obtained, it is not 
possible to define the rythmic patterns of the percussion 
instruments (including the bowls and chopsticks) used in 
these dances. 
3. The knife dance 
This type of dance is called taijian. According to the 
descriptions given by local Informants, it was a traditional 
Li dance, formerly popular among the folk but now no longer 
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seen. The knife dance was performed at public events for 
celebration, entertainment, or driving off evil spirits. It 
was performed at night, when all the villagers gathered, 
singing and dancing, by a bonfire. Usually the dancers were 
youths, sometimes only two, sometimes more. The dancing steps 
varied from place to place, but were basically the same. One 
of the two youths held a short knife in each hand, while the 
other held a stick on which many traditional copper coins 
(having a square central hole) were threaded. They performed 
as if fighting each other. Traditionally the dance was 
performed on a winnowing fan about one metre in diameter, and 
with real knives. Later, however, people danced on normal 
ground instead and used wooden knives. This type of dance was 
usually accompanied by a vai or a lilie. Item 10 of Appendix 
1 is a transcription of a musical piece played on the vai to 
accompany this type of dance. 
Some local cultural workers have reported that there 
existed other types of folk dances in the Li tradition, e.g 
a husking dance. However, they have failed to offer any 
convincing relevant details, so no scholarly conclusions can 
be drawn. 
This discussion of the instruments and instrumental 
music of Hainan island has shown that, while sharing some 
instruments and types of instrumental music such as the 
Bayin, the Li people still retain their own instruments and 
instrumental music. Despite the strong social and cultural 
influence of the Han people, this aspect of the Li musical 
culture exhibits many native characteristics, and is 
therefore worthy of further study in the future 
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Chapter 10 Summary and Conclusion 
This final chapter will present (1) a brief summary and 
overview of the principal findings set out in earlier 
chapters, (2) a review of the methodological approaches 
applied in this study, (3) some suggestions for further 
ressarch, and (4) an appraisal of the overall significance of 
the thesis. 
10.1 Summary and Concluding Remarks on Hainan Folk Music 
There are two principal ethnic groups on Hainan: the Han 
immigrants from mainland China, who mainly arrived from the 
south during the past two thousand years and now account for 
the majoriy of the island's population; and the aboriginal Li 
people, ethnically related to some peoples in south China and 
Southeast Asia. 
The music of the Hainan Han people (best represented in 
Danxian county) possesses such essential Han features as the 
the traditional Han scales, modes, forms and melodic 
formal as. However, at the same time it has, during its long 
history on this remote island, developed a local colour and 
certain distinctive characteristics. The music of the Li 
people has been strongly influenced by that of the Han 
majority on the Island; however, most of the Li instruments 
retain their distinctive ethnic features, despite strong Han 
influence in the music that is played on them. 
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Despite distinctively local features in some types of 
Hainan music, there are no distinctive characteristics that 
are common to all types of music on Hainan and not found 
outside the island. 
Folk songs represent the major part of the Han folk 
music on Hainan. As is generally the case on the mainland 
also, all of the Han folk songs on the island are sung in 
dialects and the distribution of each type of song 
corresponds to that of its relevant dialect. The major types 
of Han folk song include the Danzhou Shange, Ediang and 
Jundiao. The first and second of these include both 
traditional and modern songs, while the third includes only 
traditional songs. All of these three types are concentrated 
in Danxian county. 
Thousands of different texts are associated with the 
Danzhou Shange, but all the tunes share the same underlying 
structure, though always with some degree of adaptation to 
the different texts. The early history of the Danzhou Shange 
is unclear, but it is likely that this type of folksong has 
been in existence for several centuries, and that it reached 
the peak of its development about two hundred years ago. Some 
well-known scholars of past ages, such as Shu Shi and Zhang 
Ji, contributed to its development. 
Ediang is a type of love song sung only by young adults. 
The sexual and marriage customs associated with it have not 
been found anywhere else in Han society, and indeed they 
contrast strongly with the moral attitudes and traditions of 
ths Han people generally. However, on Hainan, the Ediang has 
not only survived but also developed, and is presently 
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flourishing. This is exceptional as the general situation in 
China is that folk music has rapidly declined in the last few 
dscades. The survival and development of Ediang is due mainly 
to the following factors: the performers are young people 
endowed with energy and creativity; because the singing is 
related to sex and love, it provides an exciting activity 
attracting the youth; the changeable songs are constantly 
rsnswed by assimilating new elements, even the elements of 
modern pop music and dance; the singing activity is exciting 
and competitive in nature; and the local people have a 
favourable attitude toward Ediang singing. These features, 
together with some unusual characteristics such as the use of 
borrowed verse and sol-fa vocables, make the Ediang a 
significant subject in the study of Chinese folk music. The 
music and verse of Ediang probably derived from the Danzhou 
Shange about a hundred years ago, and the Erjuban—a mutation 
of the Danzhou Shange—represents an intermediate stage. The 
customs associated with the Ediang have a longer history, and 
were probably formed and developed under the influence of 
similar customs of the Li people and some minority peoples of 
south China, from where the ancestors of the Danxian Han 
people migrated. 
The Jundiao is a typical imported folk song type on 
Hainan. It was probably brought to the island by armies from 
the Central Plain via Guangxi during the Ming dynasty (1368-
1644) It now exists only in a few isolated villages and 
towns where the corresponding Jun dialect is spoken. It 
pressnts a significant phenomenon—the dialect/music island, 
in effect a "living fossil"—which may be of use for 
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historical study in the fields of both dialectology and 
ethnomusicology. 
The folk songs of the Li people can be broadly grouped 
into working songs, love songs, and other songs sung in daily 
life. Most important and representative of the working songs 
are the slashing songs, sung while doing slash-and-burn work 
in the mountains. Working songs are always sung in the Li 
language; the song-text is always related to the specific 
work of the swidden agriculture, and the tunes are generally 
rather free in rhythm. Li love songs are the most numerous 
type of Li songs. Most of them are sung in the Han Hainan 
dialect, rather than in the Li language. The tunes are 
varied; most of them show strong influence from the Han 
music. Other songs of the Li people include story songs, 
ritual songs, riddle songs, songs for expressing moods, songs 
for entertaining guests etc. 
The 500,000-odd inhabitants of Lingao county are 
generally considered, but have not been officially 
acknowledged as, an individual ethnic group on the island. 
The love song of the coastal area of this county is the most 
representative Lingao folk song type. Songs of this type are 
usually sung just in one basic tune, the lilimei. The 
activity and customs associated with this type of love song 
singing are very similar to those of the Ediang. 
The singing of Li love songs, Ediang, and Lingao love 
songs represents a special type of folk activity, which I 
refer to as "erotic musical activity . The activity is not 
limited to Hainan, being also widely spread among various 
peoples in China from the northwest to the south, as well as 
341 
in some south Asian countries and Japan Although the songs 
sung during the activity are different in different areas, 
the activity in all areas shows certain common 
characteristics: its overt basis is love song singing, its 
ultimate goal is love-making, and it often involves a 
gathering of young people. Certain associated sexual or 
marriage customs are also shared in common. 
The instruments and instrumental music of Hainan include 
certain types of distinctive Li instruments and two types of 
Han traditional style ensemble music, the Bayin and the 
Paizigu. The Bayin is popular throughout the island among 
both the Han and the Li peoples; the Paizigu is popular in 
Danxian. The Bayin and Paizigu have the same social function, 
bsing used for celebrations, ceremonies and rituals. Their 
music consists entirely of traditional compositions in the 
Han style. Both Bayin and Paizigu are believed to originate 
from mainland China but, while the Paizigu has remained 
relatively unchanged, the Bayin has developed some regional 
Hainan features. In the last few decades, and especially 
during the 1980's, the intervention of modern professional 
and commercial musicians has dramatically changed the 
situation of the Bayin. People commonly use recordings of 
modernized and Westernized Bayin performances in place of 
traditional style live performance. Consequently the 
traditional style Bayin ensemble has almost ceased to exist 
among the folk. 
The Li instruments include the single-reed aerophones 
lilie, bi and bida, the double-reed aerophone vai, the 
vertical flute zo, the nose-flute tuenka, the Jew's harp gai. 
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the idiophone langgong, and a few types of drums and gongs. 
The Li do not have chordophones of their own. There is 
neither a strict standard of dimensions for the instruments, 
nor a strict procedure to be followed in making them. The 
pitches of the instruments are also not standardized. A 
teaching-and-learning process for making these instruments 
and performing on them may take place, but always in a casual 
manner, not being regarded as involving serious transmission 
of significant or essential skills. These instruments are 
played mainly for self-entertainment, courtship, ceremonies, 
and rituals. Non-stop blowing, legato, and glissando are the 
techniques most commonly used on all the Li aerophones, and 
mainly pentatonic scales in a narrow range are applied. The 
music played on Li instruments includes tunes of Li folk 
songs, some popular Bayin tunes, and some specific pieces 
played on individual types of instrument. Although the gongs 
and drums used nowadays by the Li are actually the Han ones, 
traditionally the Li people used to have a few types of gongs 
and drums of their own. They are distinct from the Han ones, 
being probably linked with similar types found among certain 
peoples of south China and Southeast Asia. 
A few types of folk dance, accompanied by Li 
instruments, also used to be common among the Li people. They 
include the bamboo-pole dance (similar to those found among 
some Southeast Asian peoples), the shaman's dance, and the 
knife dance. They were performed in public ceremonies or 
rituals, for religious purposes or recreation. 
As is generally the case throughout China, the folk 
music of Hainan has rapidly declined in the last few decades 
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(the only exception being the case of the Ediang) The 
decline of Chinese folk music has complex causes, but is 
mainly a result of the current government's unfavourable 
attitude and policy toward it, and of the onslaught of the 
modern life style. Modern professional musicians' 
intervention into folk music is also a notable phenomenon. In 
some cases it has caused a decline of the music among the 
folk, but on the other hand it has preserved some types of 
folk music in a modernized and artificial form on the stage 
and in commercial recordings. 
10.2 Review of Methodological Approaches 
As mentioned in Section 1.6 of Chapter 1, my study 
dsparts from the customary Chinese approach, which, unlike 
the wider ranging approaches generally followed by Western 
scholars in ethnomusicological study, was, until the early 
1980's, limited almost entirely to musical analysis. In the 
present study, not only is the music Itself analysed; 
relevant social and cultural factors are taken into account 
and discussed, and a construction of the history of Hainan 
folk music is attempted, in order to arrive at a more 
complete understanding of the musical culture. 
The study of the history of particular types of folk 
song is generally considered by Chinese ethnomusicologists to 
be one of the most difficult subjects in their field. Little 
has been done to explore varied approaches for this 
historical study In my own study of the history of Hainan 
folk songs, however, I obtained useful results by following a 
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variety of different approaches, which may be summarised as 
follows. 
1. Study the literary aspects of the song text, 
especially the wording and style, to obtain clues about the 
historical development of the folk song—as was found in my 
historical study of the Danzhou Shange and Ediang. 
2. Study the contents of the song texts for any 
rsflsctions of social life, events, fashions etc., then 
compare these with specific features of different historical 
periods, to discover when a particular song was composed or 
sung—as was done in the study of Ediang. 
3. Study the history of the people who sing the songs. 
Thus, in the case of the Jundiao, the history of the 
migrations of the Jun people has been traced, in search of 
clues to the history of the folk song. 
4. Study relevant folklore, such as folk opinions and 
stories about the origin and development of their folk songs. 
An sxample is provided by my historical study of the Ediang. 
5. Study the history of the corresponding dialects. 
Csrtain already established conclusions in the field of 
dialectology may prove valuable as references, as in the case 
of the Jundiao. 
6. Study the local history, to find any relevant clues 
from historical writings such as local chronicles. The value 
of this approach was shown in the case of the Danzhou Shange. 
7. Study corresponding social activities and customs. 
For example, in the case of the Ediang, tracing the origins 
and development of the yeyou activity, the youth-house life-
style, and the local marriage customs, yields significant 
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information concerning the origins and development of this 
song type. 
8. Carry out a wide-ranging comparison of certain song 
types of different areas and peoples, including background 
such as the associated customs, languages or dialects, and so 
on. This may yield clues to the origins and transmission of 
thess song types, as was the case in the study of the Ediang 
and the erotic musical activity. 
9. Obtain relevant Information from the singers and 
local informants in order to trace the history of a 
particular song or song type, as was done in the study of the 
Jundiao, Danzhou Shange, and Ediang. 
10. Adopt any other appropriate means, for obtaining 
historical clues. For example, in the case of the Ediang, the 
linguistic approach was used to research the source of the 
sound e. This revealed that this sound probably originated 
with the Li people, thus providing a clue to the origin and 
development of the song type. 
Thus, by extending the research scope, my study benefits 
from other disciplines. 
For musical analysis, I have adopted the methodology 
most commonly applied by Chinese ethnomusicologists, in the 
belief that, although it is not perfect, it is adequate for 
ths purposes of the present work, and I do not believe there 
is any better method. 
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10.3 Suggestions for Further Research 
Aimed as it is at achieving an overall understanding of 
ths folk music of Hainan island, as well as discussing 
csrtain of the many issues raised by the observed musical, 
cultural and social phenomena, the research presented in this 
thesis is by no means complete. Further research is required 
for an adequate understanding of the musical culture of the 
island. At the current stage of research, as represented by 
the contents of this thesis, the following proposals in 
particular can be made: 
1. More field work needs to be undertaken on the island 
to discover any types of folk music that may have been 
missed, and to provide more adequate information for further 
study of types already known. For example, the music of the 
Hainan Miao people still has to be researched and studied. 
2. The overall scope of the research should be extended 
so that adequate comparative studies can be made. For 
example, the Li instruments could be compared not only with 
those of the peoples of south China and Southeast Asia, but 
also with those of the Pacific Islanders, and perhaps even 
further afield. Similarly, the Jundiao songs could be 
subjected to comparative analysis with the Han folk songs in 
Guangxi and the Central Plain, to identify possible links and 
perhaps throw further light on the origin of the Jundiao. 
3. The erotic musical activity, a particularly 
significant folk music phenomenon, is worthy of further 
study The specific case of the Ediang has revealed some 
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significant features; these should also be studied further in 
their musical and other relevant aspects. 
4. Since the Li people comprises five major tribes 
inhabiting different areas of the island, the details of any 
areal and tribal differences in their music is another topic 
for further research. 
5. Further research and discussion are needed on various 
academic issues which are raised in the thesis, or which may 
arise out of the Hainan music itself, e.g. the decline of 
folk music and its causes, the effects of social influence on 
folk music, the problem of developing a fully adequate 
ethnomusiclogical methodology for the analysis of Chinese 
folk music, etc.. 
10.4 Significance of the Thesis 
From the beginning of the 1950's to the early 1980's 
various factors, most notably political ones, affected 
ethnomusicological studies of Chinese music in a number of 
ways. For example, Chinese academics were isolated from the 
outside world, so remained unaware of the achievements of 
Wsstsrn ethnomusicological study, including the study of 
Chinese music. Similarly China was inaccessible to outside 
academics; the rich heritage of Chinese music, in particular 
its contemporary folk music, remained confined within the 
borders of Communist China. Western ethnomusicologists were 
able to acquire only a limited awareness of the state of 
contemporary Chinese folk music, owing to the impossibility 
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of undertaking field work themselves inside China and 
obtaining relevant first-hand information.^ 
By sxamining a topic in contemporary Chinese folk music, 
and making the results accessible to a Western readership, 
the present thesis may make a small contribution toward 
filling this gap. Also within the academic context of China 
itself, the research reported here is the first, and to date 
the only, academic work covering the field in question, 
namely, the musical culture of Hainan Island as a whole. This 
overall treatment of the folk music of Hainan, may serve as a 
basis for any further research into the culture of this newly 
declared province. 
As noted in Section 2 of this chapter, my study departs 
from the pattern of ethnomusicological practice common in the 
People's Republic of China. It discusses not only the purely 
musical aspects of the data but also relevant social and 
cultural background. Approaches other than musical analysis 
have been explored and followed. Hopefully these may 
contribute to an enrichment of ethnomusicological study in 
China. Furthermore, this broader-based examination of folk 
music has raised certain academic issues hitherto neglected 
in the People's Republic, including: 
1. The recent decline of folk music and its causes. 
2. The effects of political interference (e.g. 
Implementation of government policy and social ideology) on 
the development, and indeed the very survival, of folk music. 
' I am referring here to the communist controlled 
regions of China. The situation on Taiwan is different. There 
are a few non-Chinese writings, including theses, dealing 
with the folk music of Taiwan, especially that of the Taiwan 
aborigines. 
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3. The effects of social influences (e.g. changed life-
style, commercial and professional music) on folk music. 
4. The role of sexual activities and customs as observed 
in the erotic musical activity. 
I believe the study of these aspects to be crucial for a 
proper understanding of the musical culture of Hainan, and 
indeed of China as a whole. 
On the other hand, my study illustrates the application 
of certain characteristically Chinese methods, in particular 
those for analysing Chinese music. This, together with the 
factual content, makes the thesis, potentially useful to 
Western ethnomusicologists as a source of information on 
Chinese folk music and its study in China. It is therefore 
hoped that this work may facilitate the exchange of 
information and methodology between Chinese and Western 
ethnomusicologists in the area of Chinese folk music. 
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Notes on the Recordings and Transcriptions 
1 This volume includes some of the recordings made 
during my field work on Hainan. For the first 111 recording 
items transcriptions are included; the order of the 
transcriptions corresponds to that of the recordings. 
2. In the transcriptions two kinds of manuscript paper 
have been used. For some items the paper has vertical lines 
as well as the usual staff lines. These serve to indicate 
relative duration, to facilitate the transcription of tunes 
with a very flexible metre. For examples that are metrically 
more regular, bar-lines are inserted in the conventional 
Western style. 
The local people normally do not give each individual 
song a special name. Occasionally, when they need to mention 
one of their songs specifically, they refer to the first line 
of the text of the song. For this reason, only the item 
number and song type are indicated here; no individual names 
of songs are given. 
3. Items 1-53, 64-91, and 100-103 were recorded in 
January 1981; Items 54-63 and 104-121 in March 1988. Items 
92-99 (songs of Lingao county) were recorded by Huan Yuping 
of the Cultural Centre of Lingao County, and are used in this 
study with his permission. (I made no recordings in Lingao 
during my 1981 field trip; and as mentioned in Chapter 8, 
Section 8.1, during my 1988 field trip there the local people 
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were too busy earning money to sing for recording purposes.) 
Items 116-118 are from commercial recordings; on the reasons 
for choosing them see Section 9.1.2 of Chapter 9. Item 121 is 
a broadcasting program written and recorded by myself See 
the last paragraph of Section 1.2 of Chapter 1 and 
Bibliography, Yang Mu 1988c. All items were recorded by 
myself unless otherwise noted. 
4. Because of the limitations of my equipment, the speed 
(and consequently the pitch) of some recorded items has 
changed slightly since recording or copying. However, the 
keys of the transcriptions are notated according to the 
original singing, of which I have kept records. Consequently, 
in such cases there may be slight discrepancies between the 
keys and speeds heard on the cassettes, and those shown in 
the transcriptions. 
5. As noted in Chapter 5 of Volume I, all Ediang songs 
are sung by groups of people. Most of Ediang that are sung in 
chorus here begin with a solo voice, the chorus joining in a 
bar or two later, as is the usual practice. However, some 
were specially commissioned for this project, and several of 
them are therefore sung solo. For the same reason, several 
are sung with a speed, rhythm, or mood that may not be 
entirely in keeping with those of real performances in the 
field. 
6. As indicated in Chapter 6 of Volume I, all Jundiao 
are sung solo. However, Item 67 is sung in unison by two 
girls, because this made them feel less shy about making the 
recording. 
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7 Owing to limitations under the prevailing field 
conditions, the texts of a small number of songs were not 
noted down. For these the tunes are transcribed here for the 
necessary musical analysis, in cases where song-text is not 
the focus of attention. 
8. Some of these recordings are not of high acoustic 
quality, owing to a lack of first-class equipment during my 
field work. They are, however, adequate and effective both 
for illustrating the present discussion and for general 
ethnomusicological purposei;. 
9. The English translations of the song-texts are 
presented in two different ways. In most cases a full 
translation of the entire text is provided. However, for a 
small number of the songs, which have a rather long text, 
only the main gist of the text is provided in English. 
Table of Recorded Performances 
5^1 
Item" 
1 
2 
3 
4 
5 
6 
7 
8 
9 
10 
11 
12 
13 
14 
15 
16 
17 
18 
type 
Danzhou 
Shange 
•• 
•• 
•' 
•• 
•• 
. 
Erjuban 
" 
•• 
II 
•• 
Ediang 
•• 
II 
II 
•• 
Duration 
0'45" 
0'50" 
1 '04' 
1 *or 
0'48" 
0'48" 
0'35 • 
0'16" 
0'20" 
0'44' 
0'35" 
0'34" 
0'55" 
3'50" 
1 '38" 
1 '00" 
1 '43" 
1 -20" 
Singer 
Wu Zantang, 
•• 
II 
II 
A local youth 
•' 
Wan Daijin, 
Bujunbiao, 
Wu Zantang 
i* 
Wan Xiulian. 
Wu Jihe and 
others of 
male 
youth house 
of Dalan 
village, 
Xinzhou, 
Danxian. 
•• 
II 
•• 
Note 
Tune of Wuhu 
' 
tune from 
Haitou area 
tune from 
Guangcun 
vi1lage 
tune from 
Changpo 
traditional 
Ediang 
" 
3X4 
Item type Duration Singer Note 
19 
20 
21 
22 
23 
24 
25 
26 
27 
28 
29 
30 
31 
32 
33 
34 
35 
36 
37 
38 
39 
40 
Ediang 0'59" 
r27" 
1 '03" 
1 'or 
1 '48" 
r40" 
1'31" 
1 '07" 
1 '19" 
1 '10" 
0'36" 
0'45" 
0'46" 
0'41" 
0'35" 
0'39" 
1 *20" 
I'll" 
r 13" 
0'25" 
0'40" 
0'47" 
Female 
youth house, 
Taiyanghong 
Vi11 age. 
Xinzhou, 
Danxian. 
Mai Yingnu 
Female youth 
house of 
Changshatian, 
Zhonghe, 
Danxian 
Yang Shenghao 
3^r 
tem 
41 
42 
43 
44 
45 
46 
47 
48 
49 
50 
51 
52 
53 
54 
55 
56 
type 
Ediang 
II 
" 
II 
•• 
II 
II 
" 
11 
II 
II 
•• 
•• 
1 Duration 
0'22" 
0'52" 
0' 16 " 
1 ' 1 1" 
1 '33" 
1 '08" 
0'46" 
1 '32" 
1'57" 
0'39" 
r 1 1 • 
2'09" 
ri5" 
3'05" 
6'00" 
4'50" 
Singer 
Bu Junbiao 
Yang Shenghao 
Yang Shenghao 
and Bu Junbiao 
male youth 
house of 
Xinzhou, 
Danxian. 
female youth 
house of 
Gancong, 
Danxian. 
•• 
Wan Xiulian 
Wu Zantang 
•• 
" 
'* 
female youth 
house of 
Gancong 
female youth 
house of Pol ant 
vi1lage, 
Xinzhgou, 
Danxian 
•-
„ 
Note 
Popular during 
Si no-Japanese 
War 
H 
Popular 
before 1949 
Popular in 
about 1950 
Popular during 
Si no-Japanese 
War 
Lai'e 
3 
3S6 
Item 
57 
58 
59 
60 
61 
62 
63 
64 
65 
66 
67 
68 
69 
70 
71 
72 
73 
74 
type 
Ediang 
II 
JO 
" 
•• 
•• 
•• 
Zhonghe 
Diao 
•• 
II 
Li 
slashing 
song 
" 
II 
" 
II 
Li 
husking 
song 
Li 
ploughing 
song 
Duration 
1 '53" 
1-55" 
1 '50" 
2'15" 
2'26" 
0'59" 
3'38" 
r45" 
0'50 
0'27" 
0'36" 
0'25" 
0'55" 
0'20' 
0'27" 
0'32" 
0 ' 1 5 " 
0*31" 
Singer 
male youth 
house of Polang 
vi1lage 
'•  
female youth 
house of Xinzhou 
•• 
" 
1 
Lin Yanxiou 
Gao Qionghua 
Lin Qixiang, 
Gao Qionghua 
& Lin 
Qixiang 
Wang Zhaojing 
a Li singer 
.. 
Wang Zhaojing 
Wang Cheng 
Wang Pingkun 
Hu Julan 
Note 
ChiIdren's 
song 
song from 
Ledong 
song from 
Baoting 
•I 
• 
•• 
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Item 
75 
76 
77 
78 
79 
80 
81 
82 
83 
84 
85 
86 
87 
88 
89 
90 
91 
92 
93 
94 
type 
Li love 
song 
II 
•• 
tl 
II 
•• 
Li story 
song 
Li love 
song 
Li 
shaman's 
song 
Li 
cradle-
song 
" 
Li song 
" 
II 
II 
" 
" 
L i1i me i 
Noimali 
Tune of 
Chasing 
Fish 
Duration 
0'24" 
0'20" 
0'43" 
0'22" 
0'29 
2'10" 
0'22" 
0'34" 
0-24" 
0-27" 
0'18 
0'45" 
0' 32 " 
0'33" 
0'20" 
0 ' 1 7 " 
0 ' 13 " 
3'53" 
0' 45 " 
0' 14" 
Singer 
Rong Hualian 
Wang Zhaojing 
Wang Muda 
•• 
II 
a male singer 
Hu Julan 
II 
Wang Yuxuan 
Wang Zhaojing 
Wang Muda 
•• 
II 
It 
Wang Zhaojing 
M 
" 
Huang Fuyu and 
Zhong Saiqian 
Wu Musan 
Zhang Shenghei 
Note 
tune of 
yidengjin 
tune of 
guenlong 
tune of 
disian 
tune of di 
tune from 
Yaxian 
tune from 
Linshui 
tune from 
Qiongzhong 
35« 
Item 
95 
96 
97 
98 
99 
100 
101 
102 
103 
104 
105 
106 
107 
108 
109 
110 
111 
112 
113 
114 
115 
type 
Nabong 
Yaolai 
Alo'a 
Longmo1i 
Boimali 
Tune for 
Response 
Singing 
Huangliu 
Tuge 
II 
II 
lilie 
bida 
II 
zo 
" 
" 
tuenka 
langgong 
gai 
Li love 
song 
Jundiao 
•• 
Duration 
0'14" 
0'22" 
0'40" 
0'30" 
0'14" 
0'15" 
2' 11" 
2'10' 
I'll" 
1 '27 ' 
0'37" 
0-27" 
0'50" 
0'46" 
0'25" 
1 '40" 
0'58" 
1 '31" 
3' 11" 
0'35" 
1 '37" 
Singer 
Wu Musan 
Xie Xiangsheng 
Pang Sai11ang 
Yan Dingcdiun 
Xie Xiangsheng 
Chen Buxing 
Chen Renxing 
Chen Renshun 
male singer. 
Huang Huiji 
'• 
" 
•• 
•• 
" 
a male player 
Guo Zeyun 
Wang Pingkun 
Fu Qixin 
Mai Suiian 
Lin Yanxiu 
Note 
section of 
a love stor 
section of 
Liangsheng 
Tuge 
section of 
a love stor 
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116 
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Bayin 
" 
•1 
Ediang 
Dao 
Hainan 
Music 
Duration 
3'27" 
0'55" 
3'23" 
38'31' 
7'04" 
45'00" 
Singer 
Guangzhou 
Record Co. 
M 
" 
Young people 
of Danxian 
Dongfang 
village, Xinzhou 
Broadcasting 
program 
1 
Note 
Dish Dance 
Song of 
Happiness 
Fun in the 
Army Place 
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singing 
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The spring ploughing is going on. 
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lis 
Xia^ *l Eyjui?<»v\ 
(38 
% ^* , 
-* #- ^ 
» ' » 
— ^ 
= ^ 
-^ 
z^-^ 
^ 
JI ? »^ 
.-^ - - ^ * 
» -_» • ' « 
(\\ — f^= = — ^ ' ' » ' ^ ' ^ . - -^ .- '1 = 
Nr. 226, Systeme Siestrop, depose Printed in Switzerland 
I4e«^ IE ETJ<^1)«-> 
liii-i 
376 
fc:^ -# #- = ^ ^ ^ ^ 
^ ^ 
= = 2 ^ ^ • - » * » » . * ' , 
S ^ 
» - • 
A^/ 
* f^ . » » 1 ^ . ^ ^^  f^ 
«-
' ' * ^ > ^ = ^ ^ : 
/Vr 226, Systeme Siestrop, depose Printed in Switzerland 
377 
Xte/w 15 "EYJ^WV 
J=a4-
m-^ \ n f n » !_ -*-^ 19-
^ 
^ 
^ U I f f' J & ^ :z^ 
^ 
^ ^ 
^ 
(^  P. r r^ >^  J f UI n i j u ' 
' > f U M (•> Li ^ ^m 
Ite^ »4 Idio^^ f-lwd.-i-.e^Al ) 
3 7 ^ 
J = 6'? 
:*::5 / A. .. r\ 
^ ^ 
> i* r 
» ^ ^S 
X v^ 0>ikJ^  4 ^ ^tf; . i ?. IRLC-M'f) 
t r - 7 ^ ;i=? 
^ 
^ 
» » — * -
z 
1«LU^ / , I. t ?|5t t| R :ni. tu g 
HI linn g g 3 : 
I \f) ifce^y) 7p t i ^ ^ :^, ^ ^ 7 r^L^C t^) 
^ - * — # — = — • " • ^ .< 
» .* f - 3 — y § LJLUJILJ'U W r 0' f 
^ •^,^. acp'j)(<">> •^•^'4 t 5 ^^0 i^-^^ 4 / c f ) ViKLfl 
^a I 
' « 1 tr* 3 ^ f««?; ^ It^ X ^^  
SI ^S 7~~7 ^ 1 ^ 1 — " ^ j — I — I u I 1 • — « - ^ 
S g f »,f e B 1> ^ I U e 
' ( • i l ' - ' « i > .^ aC-Da-Jj ;;. ^ < i , (•* i #.) ^S:('4)J.jj 
ilf 
•7-«—*—f I—r- ^. f t 
LUUILJ I I 
yf> ^ icl, ^C*i^)9i^' :iJL f Aff ^ "M /^ - iX. ¥ ^ 
m u i i j i u ^ i ' ^ U 
A«.-^<4« r^  .L'A'(I5'£;, ^ f . f ^"3?). aeg. i l ' .» ^ 
n J I I f I 
i l ^ -IC^if) %. ;4-Jt- -2- ^ 
* ^3 L/U l ^ ' ' ^ ' 
1^ 31 ^ A (^ " l A ^ e -^ « . ;?t,e )^-tr '^ E ,^ 
b /*; .* LLJI MIJ LUlUS ^ ^ 
«v3i7fc;&^ ^'-^ t«(«M-«),'e^ ^3S- # l t _ ^ , 
J L J J I U I \U(T^^ 
i ^ o ^ i . T®, e-AC-i) ^ 1 i - ^ , -6Sll#:., ^ l i ^ ^ . 
i^". I^1l 1%, 
^ ^ 
-Ar; 'c^% 4V, & >it ^ ^ 
3S^  
^ 
*—*-g ^ 
/ • — . f 
« ' ^ . ^ / i ^ :«|-^ 1L fi3. i iC^J-A)^ & % i'J ^^<r) 
^^^ 
-r—^ *• m UUi t l J f • m 
1 it(-R ^ ) % § % vj \§c<r; 4(5i«),;i,>S) 
n n m n ¥ -# :#-
'^  ' C - ^ U ^ , '^  1 « * | ; i^), >yj|. , 
^ ^ 
^^*—r-^ 
a I lULlj'lU'U l U U IfLtfCJ 
% 1 ^-^ISLlfL K^%, ^^^^"^^M^^ 
i f . r i UU'if un^ Li^'^'U 
Z^ ^% ^, i % l ^ ^ , 3-Kn)g.(i^f)rc -fj-
)> r . : : r 
^ 
^ ^ ^s 5:zzzz 
-n-(<i^ ^"D i | 4 ^ 3i t *- ^. 
.» > . 
1 , < : = i * — I — t f 1 1—1'-=^<^—f 
LJIL!J U lU 'U' l f ijjlUU 
%ik^ct t"^ ^, fl?.t4S ^%., ^i^M ^ ^ ^ 
l u f ig^^'iu^iu I iu'oi 
-i* -^ 0. i j ^ >i4 ^ . if?:(">f5 Bff)^ a1l;) >^ . i ^ , L^v fo -^ - ^ ' i ) 
3Sl 
h u u~ I n 
e i ^ ^ , -^ ^ - 4 ^ ^ 'J-
This long verse is a love lyric. It does not narrate any 
story but uses many metaphors such as dragons and mountains, 
•flowers and bees, phoenix and birds, to describe the singers 
deep love. 
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TrcvTts I at r On of the verse: 
I specially come to visit you because I have heard you 
and your -family are highly respected. Now I -find it is true 
that you are so polite and virtuous, so beauti-ful and 
desirous. I-f I can have you I would not mind spending all o-f 
my money and time on you. 
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Tr^Jisliitfo^^ o-f the v e r s e : 
I dress up to admire you. The dress cannot be -found in 
our l o c a l town Danzhou; i t was bought -from the c i t y 
Guangzhou. 
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Translation o-f the verse: 
[real verseJ 
I heard your voice at home; 
I know you will certainly come. 
[borrowed erseD 
Blooming -flowers are colour-ful and -fragrant; 
The scent is wa-fted over the long distance to my house. 
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Translation o-f the verse: 
It takes three years to wait -for the -fire to burnd to 
the end of heaven; 
And then I can pick up the wood of heaven. 
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Translation of the verse: 
Creal verseJ 
The red osmanthus has many branches; 
They protect the leaves from dropping down, 
[borrowed erse] 
I specially come to your village for sightseeing; 
Your beautiful dress attracted me; 
We hold our hands and sing together 
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Translation of the verse: 
A stone is thrown into the sea for growing laver; 
And the fish from thousands of miles away come to hang 
about it. 
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Translation of the verse: 
[real verse] 
(1) The leaves of red osmenthus drop down into the sea; 
(2) The wind and waves send them into the beach. 
[borrowed verse] 
(1,2,3,4) The hook of mosquito net, 
The hook of mosquito net. 
The hook catches my partner closer. 
My partner comes in the Mid-Autumn; 
We are close to each other so quickly. 
I am waiting for you to go out; 
I am waiting for you to invite me to the yeyou, 
We will love each other for ever. 
And never leave each other alone. 
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Translation of the verse; 
[realyerseJ 
The mountains are made of earth; 
Without earth the mountains cannot be made. 
[borrowed verseD 
Sincere love cannot be ruined; 
The flowerbuds are just blooming, 
The tender leaves are just flourishing; 
I am eroticised by the pretty flowers. 
I come here every night looking for you; 
I have been waiting all the time, but can never meet 
you. 
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> T r a n s l a t i o n of the v e r s e : 
[ r e a l verseD 
Wu Gang [ a god l i v i n g in the moon] accompanies the 
osmanthus; 
The osmanthus accompanies the moon. 
[borrowed verse3 
I come here to woo you; 
Your beautiful dress attracts me. 
You are doing this intentionally; 
Sixteen and seventeen are the ages full of tenderness 
and affection. 
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Translation of the verse: 
Creal verse] 
In the Xiqi mountain much rice grows; 
This causes the pheasants to fly there. 
[borrowed erseD 
Colourful flowers are blooming in Meilin mountain; 
The bees come to collect honey. 
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[ r e a l verseD 
Fish go to the water; 
Birds go to the mountain. 
[borrowed verse] 
The new tunes are composed for 19B0; 
Congratulations, you have got new tunes. 
[The last line of the verse has not been 
recorded. ] 
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Translation of the verse: 
To sing Ediang you don t need to be invited; 
I have been able to sing very well since I was a child. 
If I sing together with you; 
We can sing the whole way to Beijing city-
I-te**» 30 tdiftA^ 
4<?4 
3=63 
ft ^u U If S ^ 
® 
o 
re:«- >^ >^^ ^v ^ 
u Lu I r u 
m. ne. 
r^iuLjjir iLif'^iuu ^V> '' «> 
£<(j cic k <^o Ye w, Mj re do r e ) 
- # — * - m m 5=?=f 
^ ^ ^ 
^ fct* 
.5 )(S *».vS) ^ (!«''« « «e >"''«••.'£ do) 
-n—-f^nnim,^ 
"^k^ ID I 
g3 
P d \ ^ d y y 
^ $4-^^ 4 ^^C^** ) ^H^9-4 1 JH^, t^-ft^ D 
^ ^ 
5L SI H^^ f^J'i 7 i ^^  ^) 
Translation of the verse: 
Flowers need to be fertilized; 
Tonight I get the chance to sing with you; 
Please don t leave me. 
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TTrt/ns-lat/on of the verse: 
People have heard that there are lots of Ediang in your 
[male] house; you should buy some cassettes and send the 
recordings to us for the Ediang of 1981 
XiB4*i 3Z Etfluwv* 
4^G 
t± 
r**>—f o"^ f 
•f- f i m\u '^'\\ p A^ 
("Re 
® 
y« SB| m-, m scl ml ire Tt re la do re 
- ^ * — » / > • — # -
L^LJiflLf v-^ * 
Ye T^ »l ml re sol •^ •. re. re r e k d* So| ; 
^ 
10 
?—y 
^ 1 y # — r f — 
/: ^ • * — = — * V - ' ^ 
(1^1. " H t -falLVit "JI l i ^ - § ) Cl«^  !*<** ^ *^ Ye Uvfc c<<7 rfx. 
OS 
-«=« « — ^ 
& 
^ ILLI a l L L U U -h» f. 1 5= 
oLo) «'@(*?9>S) «b ts^ - 1 > f^'<") •J^ , Hlft ^i^L .* ^x 
^B [ffl >-«/ ^^  
•i J . y =?= 
>^i«~ A , l ^ >i^ vA., 
Translation of the verse: 
You are the water of the Yangtze River; 
I am the fish drifting in the water 
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TrAniS"/(^ Y("<Jn of the verse: 
We are singing Ediang; 
You are making eyes at me. 
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Translation of the verse: 
[real verseJ 
A stone is thrown into the sea for growing laver. 
And the fish from thousands of miles away come to hang 
about it. 
[borrowed verse] 
Come nearer to me; 
The flower is lovely-
If you keep the love in your heart. 
We can be together longer 
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Translation of the verse: 
[real verse] 
The sun rises in tge East; 
Later on it will turn to the West. 
[borrowed verse] 
Since the "Gang of Four" was overthrwon. 
The hearts of the youths have been liberated. 
I-t-e/vn 4 3 E i i i f t ^ 
J-U 
!!» a 
^ 
a^^ lS' 
s f 2 - ^ ^ l 
^ A %- -^  i^/F) i* , C^ « ^ i '^ a *© ) 
tg: U I M - ^ l i i ^ a • * 3 ^ S 
fet i 
^ 
»• *• 
^ i r i ^J )^ :^ 
-7-
TransUiiOttof the verse: 
We must accept the guidance of the government. I am 
waiting for 1980 [to marry you] when mechanization comes 
about, and then I will take you home in the Jiefang truck. 
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Translation of the verse: 
[real verse] 
Enjoy singing Ediang before the spring passes; 
When you get old you can only watch the youth with 
envy. 
[borrowed verseJ 
You are so young my dear; 
Bees always go to the better flowers. 
Your dress suits you so well; 
The nylon cloth is so beautiful. 
4/-^ 
Ti©*n 4-6 tdlAA\a 
J = 7t 
^ 
^ ^ ff * t 0 
f^ 
» ' i * - i t* t" 
-f-|—•-
V I J * — r f — - — ' — * — * i • 
Ij^e^ 47 Eo<«ivr.^  
J = » 4 
N^ -^  
- ^ ^ s JS £. mm :^ p=t=q= 
^ ^ 
_s « g n m f rV] m m 
H= -^^  m 
i 
4 2 0 
li}cw\ 4 2 E<A<'<ivvg 
) = 84- (5} 
5 f tt ./"> 
* i •^-U [jj'l f ^ u u • ^ -44-
^ ( ^ ) | . - ^ tC'i^ ^MJL 
/••z 
JL 
ri '^ J J J J 
lit 
* i 
8 - 4 4 ^ C )^ %_^'^y%Ul^)t'^ =3- : ^ A 
^ ^ 
^ u m b' M' 5 
^ e ^ ) ; ^ ^ , 
i IB J ^ J J ^ i ^'—y ^ ^ > — / » - » 
ffl l-t (65) tf. ^ S (f5) 4- '^^ 
e /v>/ ® ^ U L L j i f i> f '^  11 Lj I f 
g 3. % C'^) i £ ^'g. l ^ f ^ ) ^ 
s i M. 0 f • 
^ LTOJ u IU ^ ^ ^ ^ 
i& *!- i n) 
^ /«*/ 
^5 m i=t .MJ.iJ^JI J 5 
5^|5lf, ^ ^ (Bit) K^)^ ^ 
f I'l f U i ' ' ' g ^ U u If 
T -t^  a ;*-
I * ^ ^ - IS ^ ^ U LXJ'I f ^ S 
A. ^ % ^ it-> '^. ^ H<(fg>:^. :5> 
ly -i\rj r JIJ J ,mi fm E <*>•''' —^ I ' / ^ ** »'^ 
^ ^ ^^C<»» $.(f|p>)^('FJfe5) i l ^^ ^C»P)e^) ; | -^ ^5 : ^ 
4^/ 
^ i ^ 4: S u u e 
tiT 
r p f i - i n 
^ W—V —c-y 
* ^^kCt)i^ (f^^)^ IL(fSi) ^ X : ) | t JL „ 
jYOi/>i\s\<K'i'* ots o f t h e verse 
U n i t i n g as o n e , j o i n g i n g our army. Don t be a f r a i d o f 
the Japanese army- C a i t i n k a i l e a d s our army; Zhu De w i l l 
conquer Tokyo . For our f r e e d o m , h o l d our f l a g and f o l l o w 
Zhongzheng. 
4-3 i 
Xifc^ 4 ^ E«6uvvuj 
J-e4 
CT4= i^nni I IJ i r ^ 
^ il-^ «» 4ft)J^ )?., P v » 
H) 
^ 
^ 
m 5 
+^ , t «5|*f 6^)^C^) i ^ ^ ± ^ f" , 
n n in-^j|j^ 
i « [ 
- J . 
n 
5| ^^ ^ ^ i • . ^ i( 'S) i- i t :3; l ^ fC f i ^ >c. 
^S s 
r 
% (flf>$ I f . . ^qifx^>i^)AC«S') ^ ^ 5 i f « f ) ^ 
i ? ^ ^ 
^ 
5=^» : ^ 
i , 
^ D J l l J •> 1 
4 /J. f , 4A ^?) % ^ • «^  4 ^ 
0^ _J. #• 
z*' 
I »—r 
5 .^ ll) ;5eip4)^l«i?) «-l f ^ f'3 )^ 4fc 
s 1 ?:3 
B!-. 
'^^'^m ^ * 5 , 
^ ^ ^ ? I J 
«L^ 4 , t i f e * . «, '^  4 r^W 4. ^ 5f^  
nnminni J * A V /<~/ :J j j i r j I ^ 
'ftLCl9-'F»)| tL -k('>^)^r % ^ „ >vfe '<f J} 
4^3 
AA/ 
i ii iK ? J J H I I 
m 
^ 
^ C'^) t j -k. 3 *'> =?• ^^  4^  
£ n nil n n 0 f i i t I I y 
^rr -y— 0 0 * 4-
^ ^<^(W « \^ ^^A^t-R^) ^ 'i'^ ^ « . ;fe >)^  K , ^j ^ e *a. 
g 
^ ^ 3^^  f ? JU 
^ h l>fe, 
f*-
^ 
w * 
:)s c^) ^ceiit) life-4- t 
0 
This verse narrates the local situation during the Sino-
Japanese War 
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Translation of the verse: 
[real verse] 
(1) News comes of the Thirteenth Plenary Session; 
(2) Hainan is to be upgraded to a province. 
(3) This is the decision of the Party Central Committee; 
(A) Everyone is happy that Hainan is designated a special 
zone. 
[borrowed verse] 
(1,2,3,4) The policy is made; 
We are singing that Hainan is to become a province. 
The peony flower blossoms. 
I will honourably wait for you till next full moon; 
Then I will come again to look for you. 
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Translation of the verse: 
[real verse] 
(1) Now it is advocated to have only one-child; 
(2) To have more children is not enjoyable. 
(3) People never like working hard; 
(4) It isn't worth it to work so hard for many children, 
[borrowed verse] 
(1,2,3,4) The new road is just built; 
We have just met each other. 
Now it is advocated to have only one child. 
Please don't desert me; 
I will not desert you. 
We'll stay close. 
You have attracted me to stay. 
As the flower attracts the bee. 
434 
:^=^ i £ 
i 
4 S , 
T> f 
^ % ? i» I — w e 
CI) A ('B>e)tiHL -^ <i> '^>^ 5^  i k , 
(*) "^  W)i$ H t l^ic^) ^ K /- , 
(J -60) 
; Ti m 1 U I I Ui ^ - # - = — • f -1 - ^ l> (do 0. do re t*\'. Ye Te re ) iJ t | 0^ 1^  4 -^^  
\0^\ 1 1 I. MTNT^I 
^ ^ 
^ f^ -(jJ^.cf)) -k- («ri)^ £ • :fe!; C-'f5) -« .^ (f-j)'^ 
yt- 1 \y> I I n P { 
_2 J Z 1 tl—M « #! L 
^ = ^ ^B 
^ 
v^*-» 
i c^ v; f->. i ^ w t ) \5) a a 5to 
^ 
-4. 
ili^C'f)-^^ 
^ . 
i f j ^ - ' ^ f 
^M 
^•iS J «^ t ' ^ 0 
1 11 n JI JIJ I 
.^(•f^f^)^$ i e? - ; ; ^ UL('f!j)^ ^ i^ ^^ 
43 r 
Translation of the verse: 
[real verse] 
(1) People follow the situation. 
(2) Xingzhou has now been upgraded to a town. 
(3) We know there is a bright future, 
(4) And Secretaries Xiao and Cheng are our leaders. 
[borrowed verse] 
(1,2,3,4) The fragrance of flowers spreads a thousand miles 
away. 
You have a feeling of love for me; 
I have the same for you. 
I ask, can you be my lover. 
Waiting for me faithfully. 
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Translation of the verse: 
The full moon lights us; 
For so long we haven't come together. 
Tohight I met you, 
I peep at you. 
What a pity we were separated so long, 
Like the cowherd and the Girl Weaver! 
You and I are like the lotus and the carp. 
4^9 
f—•—*-
-# • »-V'iU UU I [• M U Ui i w 
3 $ ^ L^ '^)% ^ - A M />CT) % , 
J * .-'-^  M m ^ ^ 
*i- AU ^ '«3' ) X W t ) "^  -
# r » - # — # - I - > . I|.f ^ ^ ^ 
^ ^ ^ ^ 
^ i-—a • ^ 
^ (w «1 Wsi I^ so (A SO l« «l^  yt do re ) j | _ ^ | . j i 
« T » 
^ 
0 r » 
^ ^ 
s e 
;?li -ir & fe :*>^<^) %^^ .c•S) 
\ f . . .bllAb . = ^ S yx' U U I f 
^ I .^i f. 4?.(-?'3 6^)^ 7^  \^ 
l)» >^ 
^ I Lf U I [ S S 
m i s S 
^ 
; > 
/tC-fn^itlf'*) s "B -^ "i ^ 
LI^  > , s 
u y_fi f «' # ^ 
l l f T - i ) ! ! :K6 IS 
t 3 
•% -^ "^ l '^ ^ 
^S t r f f "-^ 
^ ^ 
i t ("i'l) i l , «^^  l^ 3J-
4-31 
Translation of the verse: 
Congratulations, 1988. 
I have loved and waited for you a long time. 
Like a bee waiting for the spring and seeking the blooming 
flowers. 
When the date comes that Hainan becomes a province, 
I would like to take you strolling around the gardens. 
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Translation of the verse: 
The moon misses the red osmanthus, and I miss you. 
You are like the ever-green osmanthus tree. 
To play the drum with a single stick will not make enough 
sound. 
A new coal-mine is to be opened on Hainan. 
We will be together al our lives. 
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Translation of the verse: 
Spring comes and flowers blossom; 
The flower of the "four modernizasions" blossoms red and 
fragrant. 
The policy satisfies everybody; 
Invite partners to sing 5 
To sing the good idea of the Central Committee. 
From now on everyone will work full of drive. 
The communist Party is very good; 
Our life is very happy. 
The policy satisfies everybody; 
Invite partners to sing; 
To sing the good idea of the Central Committee. 
Living a life of affluence, the youth are ostentatious and 
extravagant. 
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Translation of the verse: 
The Party is like bright red sun. 
All year it illuminates our hometown. 
We have a very happy life; 
We are very satisfied. 
My sweet heart, when you go home, 
Do not forget not to disappoint the Party Committee. 
The policy of the Central Committee is exactly what we want. 
We shall not abandon the farm. 
Every year we shall produce more crops; 
Every family has plenty of food. 
My sweet heart, when you go home. 
Do not forget not to disappoint the Party Committee. 
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T r a n s l a n t i o n of the v e r s e : 
Spring comes c r e a t i n g a new atmosphere; 
Flowers blossom to the sun. 
The Thi r teen th Plenary Sect ion of the Par ty Committee i s l i k e 
the spr ing; 
We happily play drums and gongs to welcome the Session. 
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Translation of the verse: 
[real verse] 
(1) The policy of the Central Committee is what we want; 
(2) Everyone likes the policy. 
(3) We can now freely do our own busines and get plenty of 
money; 
(4) Everybody is satisfied. 
[borrowed verse] 
(1,2,3,4) Flowers bloom and attract the bees. 
Live for one life, happy for three lives long. 
Smart girls, fashionable boys, 
I cannot hide my smile when I meet you. 
I have missed you ever since I was a child; 
Now we are happy to be together. 
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This verse narrates how a girl embroiders a bag for her 
lover 
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4^4 
This song is called "the song of twelve months" The 
verse includes twelve stanzas, each one mentioning a well-
known Chinese traditional folk story which is set in one of 
twelve months. 
li€K. 66 J^rr.d;ao 
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A> ^(fe-b) ^ 
^ ^m 
z- yi^^^iX (b ^ 'I? t"^') 
^ ^ ^ 1 f ii^ '^ i s 
>!i, I? fc •« °t 
'"i u n s ^ ^ ' »> l< 
l«ft)) 
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Translation of the verse: 
A capon has a long tail; 
A three-year-old child can teach singing. 
I don t need my parents to teach me; 
I myself am clever enough to know how to sing. 
lt€t*i 67 Ju^didO 
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j . ' ^ Z 
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I ^ i"^ ) 
translation of the verse: 
The river brings much sand; 
Drain the water to grow sesame. 
You plant sesame and I plant beans; 
The sesame grows seeds and the beans flourish. 
I f e ^ 6S 5(ashinfl Soh^ C Li w*rk.-^j SP'^^ ) 
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Translantion of sona-t&xt -. 
Rice, grows quickly, grows well. 
Sowing corn we get corn. 
Sowing sticky rice we get stick rice. 
May we also have a good harvest and a good life like the 
others! 
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Translation of t ex t : 
Oh mountains, all of us work as one; Working hard, making 
good rice fields, and getting plenty of rice. 
Oh mountains, all this is our work: sharpening the knives, 
slashing the mountains, planting lots of rubber. 
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Translft'tiOii o f t e x t ; 
I came late because I worried about the fish cooking at home; 
I came late because I worried about the river snails cooking 
and my wife spinning. 
4<f o 
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Translation o f t&^ct 
Don't blame me for the delay; 
My village is far away 
There is lots work at home. 
4^1 
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ou e 
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rtU 
Tmnskfi<Jnof text 
Oh trees, you should lie down in a pile, like a bedding roll, 
4-6Z 
u^ 
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TmnsktioM of text 
Zozo JiangJiang husking the rice. Hey hey. 
I b« , 7 - i PleujkiHj Sov j^ ( 2 . ? « ^ ^ ^ ' ^ s e ^ ) 
4<^S 
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Afr. 226, Systeme Siestrop, dipose Printed In Switzerland 
fmttS lation o f t e x t ; 
4^ # 
Buffalo, you must trample the field very even. Don't leave 
high and low spots. If the field is not even it will grow 
weeds. Pay attention, don't step on the feet of the crabs 
hiding there; don't step on the heads of the small fish. 
jie^ IS L ( I pve J 0 K 1 
4^r 
I 2 0 
-# 0-
» •' 0 
KUiu j l ^ ^ / ,^, 2.'6, Systeme Siestrop, diposi Printed in Switzerland 
4^6 
This is a love song, usually sung by a male and a female in 
antiphonal style. In this recording only one female singer 
is singing; however, to show that it should be in antiphonal 
style, she sings in falsetto and natural voice alternatly. 
This song has four stanzas, in each of which the melody is 
basically the same. This transcription covers only the first 
stanza. The song describes how beautiful the girl is, and how 
long the wait is for the lover to come. 
1-tfeMi 76 Ll love sey^oj 
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Translation of t e x t : 
We have loved each other a long time; the rivers have all 
been full of water, the fish in the river have grown a lot, 
the little chickens have grown tails. 
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Tmnslfttion of text ; 
I was so happy to sit with you brother. Since I left you and 
returned home, I have had no mood to work; I miss you and am 
dazed. 
4<?f 
J = c % (^d Lib.) 
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Tvftnslation of t e x t ; 
I was so happy to sit with you brother. Since I left you and 
returned home, I have had no mood to work; I miss you and am 
dazed. 
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Tmif\slAtion o f t e x t : 
I happend to meet my former lover; everything has become so 
different. 
Itew^ go Li love sen.^ 
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Translation of verse: 
The flower is so soft 
I will ask you to go back with me to my village. 
I will beg you to consent. 
We will never part. 
The flower is so fine. 
I will ask you to go back with me to my place. 
I will beg you to consent. 
We will not separate even for a little while. 
I passed this village; 
My mind is completely occupied by this flower. 
Taking the flower in my hand and taking care of it, 
I forget to have my meal. 
I come to this village; 
All the time I think about how fresh the flower is. 
Taking the flower in my hand and taking care of it, 
I foget the time. 
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yVf. 226, Systeme Siestrop, dipose Printed In Switzerland 
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The singer Wang Muda could not communicate well in Mandarin 
so the exact meaning of this song-text is missed here, how-
ever, this is a short song from a series of songs, from the 
Li folktale "The Story of the Gangong Bird". The story tells 
of a girl who was cheated into marrying a leper- When she 
found out the truth, she put her silk neckrings and bracelets 
into a mortar and pounded them into a pair of wings. She then 
put on the wings and flew away. Before flying away she sang 
this song. 
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A^f. 226, Systeme Siestrop, dipose Printed in Switzerland 
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Tvanslcition of t e x t : 
Sleep, sleep, good baby. 
Daddy is going to the mountain; 
Mummy is going to the fields. 
Daddy will bring back wild fruits; 
Mummy will bring back river snails. 
Itfe^ g r Ll Cradleson^ 
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T r a n s l a t i o n of l/erse : 
Sleep, s l e e p , b a b y . 
Mummy must go t o t h e f i e l d s ; 
Daddy must go t o t h e p l a i n s ; 
Then w e ' l l come back home. 
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Trtthslfttlon o f t e x t ; 
People who know how to read enjoy singing. We illiterates 
stand aside watching. Knowing how to read makes it easier 
to do things. 
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T r a n s l a t i o n of y/SrSe 
The revolu t ion s t a r t e d In Yinge Mountain; 
Several thousand diehard s o l d i e r s were k i l l e d , 
Chairman Mao commanded us to f i g h t ; 
We fired machine guns to win the b a t t l e . 
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Translation of i/eySe : 
Working on his own like an ox; 
He doesn't listen to the authorities. 
He refuses to respond to the Party's appeal, 
He doesn't follow other people. 
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Tro^nsktion of text; 
I begged a little bit of rice, to put in the wooden mortar. 
It was eaten by the dog. I angrily beat the dog. 
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Translation of text: 
Which is the reddest flower? 
Which is the most fragrant flower? 
The People's Commune is the reddst flower. 
The People's Commune is the most fragrant flower. 
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TrftnsUtiori of t e x t : 
Today is a greatday; there comes a greeting mission. 
They bring films to show us. Thanks to Chairman Mao; 
Thanks to the Party Committee. 
(This song was composed in 1950.) 
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T r a n s l a t i o n of v e r s e : 
Brother, 
When you fly the kites you must fly two, 
Then we will see which one flies the higher; 
When you play an instrument you must play two tunes. 
Then we will see which one keeps the harmony. 
This is like the double lantern. 
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Translation of v e r s e : 
If you want to eat peach and pear you should plant them; 
If you want to enjoy the full moon you should wait until 
the middle of the month; 
If you want me to love you. 
You should become a model worker. 
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T r a n s l a t i o n of v e r s e : 
Fishermen, 
The flowing water is good. 
Throw the fishnet quickly. 
Catch the red fish. 
Hoist the flag up the mast and return to the harbour quickly. 
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T r a n s l a t i o n of v e r s e : 
S i s t e r s , 
We should not f o r g e t the m i s e r a b l e l i f e of the o ld days. 
Now we are happy; 
The kindness of the Party i s as deep as the s e a . 
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Translation of verse: 
(ei 
Sister, 
Your songs are not as many as mine. 
My songs need a boat to carry them, 
I can sing until the sunsets. 
I will sing together with you. 
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Translation of verse: 
Brother you sing well. 
But not as sweetly as I do. 
My songs are as many as the stars in the sky; 
I can sing until the moon goes down behind the hill, 
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T r a n s l a t i o n of v e r s e : 
S i s ter , 
Don't be worried about the sunset. 
After the sunsets the moon will give light. 
After the moon sets there are sure to be stars. 
When the stars become covered by clouds it will be day light, 
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Trans l a t ion of v e r s e : 
Sis ter , 
I send you a flower to express my feeling, 
Waiting until the middle of August, 
We will meet again. 
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Translation of verse: 
People say that the sea is deep; 
I think it is not as deep as the kindness of the Party. 
Today we live a life of plenty; 
We should not forget how the Communist Party has guided us 
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pendix 1 Transcriptions of Some Hainan Folk Songs 
The transcriptions included in this appendix have been 
osen from the following sources (refer to Bibliography). 
Item 1: HLMZQY 1983:25 
Item 2: Wang Pingkun et at. 1982:5 
Item 3: Wang Pingkun et al. 1982:17 
Item 4: HLMZQY 1983:109 
Item 5: Yang Mu et al. 1981:222 
Item 6: Cultural Centre of Lingao County 
Item 7: Zhou Jingkui 1984:256 
Item 8: Zhou Jingkui 1984:265 
Item 9: Yang Mu et al. 1981:128 
Item 10: Yang Mu et al. 1981:203 
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Translation of verse: 
rother, we can't see each other, 
ecause rattans are between us. 
rother, if you really want to cut off the rattans, 
'11 know you really love me. 
This song is sung in the Li language. The transcribers have 
ranslated the verse into Han Chinese and notated it in Hanzi. 
owever,they have transcribed the vocables in IPA (International 
honetic Alphabet) and bracketed them to distinguish them from 
he verse proper. 
Singer: Wang Chunping of Wuzhishan, Qiongzhong 
Transcribers: Yang Yijun (music) \^ ^ %- ">2-^  6 
Pan Ke (text) >% t^ 5?^  1^ 
pn 
I tew 2. Ll 3 * ^ : S»Mj oj' Twel^'e /*^.^tLs 
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(7; -t f^  ^ 1^ ^ -t ^ , 
H- B.f ^. - t />^ I ; Sv ^ 
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^ ) ' ^ ^ 1 ^ ^ 1 ' N t^ - r - , 
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This song consists of twelve stanzas, each describing one 
month of the year. The text deals with natural events and human 
activities associated with each month. 
Singer and transcriber are not indicated in the source. 
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This song consists of ten stanzas, each describing one happy 
thing, such as having good food, earning plenty of money etc. 
Singer and transcriber are not indicated in the source. 
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^ blok 
'\fifislol^'i<'^ of verse: 
When the rooster cals, it is daybreak. People come to move the 
net, collect the hen's egg, pull out your neck feathers and cut 
out your crop. You can't fly any more, you can't peck any more. 
5" 24 
Singer: Wang Muda of Zayun, Qiongzhong . 
T r a n s c r i b e r s : Yang Yi jun ( m u s i c ) ^5? -a? 2f S^ 1 
Pan Ke ( t e x t ) ?% t / 1^ ^ ^ 
(The t e x t i s t r a n s c r i b e d i n IPA) 
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f«i/ij/iifie*v of v e r s e : 
When guests come we drink and eat. I serve you wine. Don't 
think my hand are dirty, I have just washed in the stream. 
Singer: Huang Wujun (place not indecated) ]S| 'tfe ^  «i? 
Transcriber: Zheng Zuxiang ^^ ^ ^ ^^ 
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Tfan s l a t i o n . of v e r s e : 
Liste 
Fisher i 
To c 
Brothe 
:ar-
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, you must k'now 
Chen Mujin of Bohou, Lingao. ^^^^ 1 % I-1^ ^  TS","M^ ^  •Ii 
iber: Huang Yuping '^_ \ % ^^'•n 
Lng made in 1980) 
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This song is sung be a male and a femal antiphonally. 
The first twelve measures are sung by the male, the rest by 
the female. 
Ir^nslfltfovx of v e r s e : 
(Male) On the top of the mountain I invite you to sing 
with me. 
(Female) I am happy to hear you singing. We are like a 
pair of birds flying together. 
Singer: Chen Yong '^i^'A^'^ ^ j§ ^^ 
Transcriber Zhou Jingkui |i) *%• 5^ S^* T^  
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This is a traditional song. The text is in the traditional 
twelve-stanza style, and tells a folk story: There was once a 
couple of young lovers. On the last day of the year the lad 
unfortunately took sick. The girl then went and took care of 
him from new year's day until the twelveth day, when he died. 
Singer: Yu Shengcai of Danxian. ^ f^ 4 .* '% 
Transcriber: Li Youhe %, ^ ^ ilj ^ 
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The song text describes how the singer loves and misses 
his girlfriend. 
Transcriber: Yang Mu "tl? >^ ^ 
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Appendix 2 Information on Principal Informants and 
Performers 
Han Area 
Bu Junbiao male, late 20's (1981), c/o Cultural Bureau of 
Danxian County 
Chen Buxing c/o Cultural Centre of Lingao County 
Chen Rengshun female, 40's (1981), housewife, Huangliu Tuge 
singer, Huangliu. 
Chen Renxing male, 40's (1981), fisherman, Huangliu Tuge 
singer, Huangliu. 
Gao Qionghua 
He Jiang 
female, 23 (1981), primary school teacher, 
Jundiao singer, Zhonghe, Danxian. 
male, 24 (1988), cultural worker, Cutural 
Centre of Danxian. 
Huang Fuyu 
Huang Yuping 
c/o Cultural Centre of Lingao County 
mele, 40's (1988), cultural worker, Cultural 
Centre of Lingao County. 
^37 
Lin Qixiang 
Lin Yanxiu 
Lu Zhuangxi 
male, 18 (1981), student, Jundiao singer, 
Zhonghe, Dnaxian. 
mele, 64 (1981), housewife, Jundiao singer, 
Zhonghe, danxian. 
male, 67 (1981), traditional Paizigu musician, 
Shadi village, Danxian. 
Mai Shulian 
Mai Yingnu 
Wan Daijin 
mele, 75 (1981), housewife, Jundiao singer, 
Zhonghe, Danxian. 
female, 18 (1981), peasant, Ediang singer, 
Fucun village, Majing, Danxian. 
t^1t, ft-il ^ ^ ^ r&^ l 
Pang Sailiang c/o Cultural Centre of Lingao County 
male, 30's (1981), country worker, Danzhou 
Shanger singer, Fucun village, Majing, 
Danxian. 
^!t^ ' 1^  4 4 ^ ih *f 
female, 70's (1981), house wife, folk song 
singer, Xinfang village, Yalong, Danxian. 
male, 62 (1981), local intellectual, Danxian 
folk song singer and composer, 8 Chaoyang 
Xiang, Hongqijie, Xinzhouxu, Danxian. 
c/o Cultural Centre of Lingao County 
Wan Xiulian 
Wu Jiemin 
Wu Musan 
S'31 
Wu Zantang male, 56 (1981), fisherman, folk song singer, 
Xinying, Danxian. 
Yan DingcKun c/o Cultural Centre of Lingao County 
Yang Shenghao male, 20's (1981), Zhonghe, Danxian. 
xie Xiangsheng c/o Cultural Centre of Lingao County 
Zhang Shenghei c/o Cultural Centre of Lingao County 
male, 55 (1981), Danzhou Shanger singer and 
composer, c/o Cultural Bureau of Danxian 
County. 
Zhen Zhaohui 
Zhong Saiqin 
Zhou Jingkui 
Zhu Yushu 
c/o Cultural Centre of Lingao County 
¥^%^k , 1^ >T) 1^  li, i% 
male, 50's (1981), cultural worker, Cultural 
Centre of Danxian County 
male, 34 (1981), cultural worker, Cutural 
Centre of Danxian County, 
^ i t6 , Ah ^ ^'^^ik 
Zhu Zhuangcai male 25 (1988), cultural worker. Cultural 
Centre of Zhonghe, Danxian. 
Female youth house of Changshatian village, Zhonghe, Danxian 
Female youth house of Gancong, Danxian 
^k 4 i - / t ^ ^ 4 ^ t 
S5^ 
Female youth house of Majing village, Danxian. 
Female youth house of Polang village, Xinzhou, Danxian. 
Female youth house of Xinzhou Xu, Danxian. 
Male youth house of Dalan village, Xinzhou, Danxian. 
Male youth house of Pol an village, Xinzhou, Danxian. 
Li Area 
Fu Qixian male, 46 (1981), Li singer, Dongfang, Dangfang 
county. 
^ ^ 11 , %7i^ t^'^-k- tf.i f^?^ 
Guo Zeyun male, 32 (1988), Li instrument player, 
Guangdong Ethnic Song and Dance Troupe. 
Hu Julan female, 56 (1981), Li singer, Shilu, 
Changjiang. 
Huang Huiji male, 26 (1988), Li musician, Guangdong Ethnic 
Song and Dance Troupe. 
^4o 
Li Chaoran 
Lu Yuchang 
Rong Huiian 
Wang Muda 
Wang Pingkun 
Wang Yuxuan 
Wang Zhaojing 
Wei Rixiang 
Yang Fuxiang 
male, 60's (1988), Cultural worker, composer, 
Guangzhou City Song and Dance Troupe. 
male, 50's (1981), Li instrument player, 
Baoding village, Ledong. 
^ i- S , ^  ^  :^^ ;^  
female, 45 (1981), Li singer, Qianjia, Ledong 
M-'t^ 4 , '^ ;^ . 4g^'^ 7.± 
female. 53 (1981), Li singer, c/o Cultural 
Centre of Qiongzhong County 
male, 50's (1988), Li instrument player, 
Cultural Centre of Baoting County. 
male, 55 (1981), Li singer, Jiahao village, 
Zhaling, Baoting. 
i i H . ^ i^ -^t "^ ^'^'^^ ^ ^ 
male, 40's (1981), Li singer, c/o Guangdong 
Ethnic Song and Dance Troupe. 
male. 46 (1981), Li singer, Qianjia, Ledong. 
male, 45 (1981), Li singer, Qianjia, Ledong. 
r4.| 
f^f' e^dA'X S 
Chinese Phonetic Alphabet and Wade System 
CPA. 
a&^t 
a 
oi 
on 
ong 
00 
tio 
boi 
ban 
bong 
boo 
bei 
btn 
bong 
bi 
bion 
bioo 
bio 
bin 
bing 
bo 
bu 
to 
COi 
con 
cong 
coo 
c* 
cm 
cong 
•cho 
Choi 
clion 
cl)ong 
clioo 
CIM 
cl)«n 
clwng 
Chi 
chong 
chou 
chu 
chuo 
chuoi 
chu on 
W. S 
ML$1^»& 
a 
ai 
an 
ang 
ao 
pa 
pai 
pan 
pong 
pao 
pei 
pen 
peng 
pi 
pien 
piao 
pieh 
pin 
ping 
po 
pu 
ts'a 
ts'ai 
ts'an 
ts'ang 
ts'ao 
at 
ts'Ca 
ts'fag 
ch'a 
ch'ai 
ch'aa 
ch'ang 
ch'ao 
ch'C 
ch'en 
ch'dng 
ch'ih 
ch'ung 
ch'ou 
ch'u 
ch'ua 
ch'uai 
ch'uan 
C.P.A. 
s.^»u 
chuong 
. chui 
Chun 
chuo 
d 
cong 
cou 
1 i cu 
{ cuan 
i cut 
cun 
' cuo 
do 
,dai 
dan 
dong 
dao 
do 
dong 
di 
di an 
diao 
dio 
ding 
diu 
; dong 
' dou 
du 
duon 
dui 
dun 
duo 
e 
« 
«l 
•n 
ong 
or 
fa 
fan 
fang 
fol 
fon 
fong 
w.s. 
tusr^^m 
ch'uang 
ch'ui 
ch'un 
ch'o 
tz'OCJs'fi) 
ts'ung 
ts'ou 
ts'u 
ts'uan 
ts'ui 
ts'un 
ts'o 
U 
tai 
tan 
tang 
tao 
te 
teng 
ti 
tien 
tiao 
tieh 
ting 
tiu 
tung 
tou 
tu 
tuaa 
tui 
tuo 
to 
« 
eh 
ei 
«n 
Cng 
edi 
fa 
fan 
fang 
fei 
fen 
reng 
C.P.A. 
ftlS«^# ' 
fo 
fou 
f(i 
SO 
gal 
gan 
gong 
goo 
go 
gol 
gen 
geng 
gong 
gou 
gu 
guo 
gual 
guan 
guong 
gui 
gun 
guo 
ha 
hal 
han 
hong 
hao 
ho 
hoi 
hon 
hong 
hong 
hou 
hu 
hua 
huol 
huan 
huong 
hui 
hun 
huo 
Jl 
jlo 
1 jian 
w.^. 
tisnmib 
fo 
fou 
fu 
ica 
kai 
kan 
kang 
kao 
ke.ko 
kei 
ken 
kSng 
kung 
kou 
ku 
kua 
kuai 
kuan 
kuang 
kui 
kun 
kuo 
ha 
hai 
han 
hang 
hao 
he.ho 
hei 
hen 
heng 
liung 
hou 
hu 
hua 
huai 
huan 
huang 
hui 
hun 
huo 
chi 
chia 
chiea 
S4-2 
C.P-A 
seort 
Jiang 
Jiao 
J« 
jin 
Jing 
Jiong 
Ji« 
J " 
juon 
Jun 
ko 
kfll 
kon 
kong 
koo 
k* 
k«n 
kcng 
kong 
koo 
ku 
kuo 
kuol 
kuon 
kuong 
kui 
kun 
kuo 
lo 
toi 
Ion 
Itang 
loo 
lo 
1*1 
long 
Ii 
lio 
iion 
liong 
liao 
lie 
iln 
ling 
liu 
long 
lou 
lu 
Ki 
iuon 
IU« 
w s. 
Chiang 
chiao 
chich 
dlin 
cbing 
Chiang 
chiu 
cha 
chtian 
chOeh.chao 
chDn 
k'a 
k'ai 
k'an 
k'ang 
k'ao 
k'e,k'o 
k'en 
k-eng 
k'ung 
k'ou 
k'u 
k'ua 
k'uai 
k'uao 
k'uang 
k'ui 
k'un 
k'no 
b 
M 
Um 
lang 
K.to 
lei 
Kag 
n 
fia 
lien 
liang 
liao 
lieb 
lio 
ling 
liu 
lung 
iOu 
lu 
Id 
Juan 
JQeb 
KIO 
lio 
ce-A. 
0.\&»1t 
lun 
luo 
ma 
moi 
man 
mong 
moo 
mo 
mel 
men 
meng 
ml 
ml an 
miao 
rhlo 
min 
ming 
mlu 
mo 
mou 
mu 
no 
nal 
nan 
nong 
noo 
ne 
nel 
nen 
nong 
ni 
nlon 
niong 
nioo 
nio 
nin 
ning 
niu 
nong 
nou 
nu 
na 
nuan 
nae 
nuo 
o 
ou 
po 
pal 
pen 
pong 
poo 
W S 
AS^Viik 
Jun 
luo 
ma 
mai 
man 
mang 
mao 
me 
mei 
men 
meng 
mi 
mien 
miao 
mieh 
min 
ming 
miu 
mo 
mou 
mu 
na 
nai 
nan 
nang 
nao 
ne 
nei 
nCn 
neng 
ni 
nien 
niang 
niao 
nieh 
nin 
ning 
niu 
nung 
nou 
nu 
nQ 
nuao 
niieh 
nUo 
nio 
no 
o 
ou 
p'a 
p'ai 
p'an 
p'ang 
p'ao 
C.P -4 
iSL\S^1t 
pei 
pen 
pehg 
Pl 
plan 
piao 
pie 
pin 
ping 
po 
pou 
pu 
ql 
qia 
qian 
qiang 
qioo 
qie 
qin 
qing 
qlong 
qiu 
qu 
quon 
que 
qun 
ran 
rang 
roo 
ro 
ron 
reng 
rl 
rong 
rou 
ru 
ruan 
rul 
run 
ruo 
sa 
soi 
son 
song 
soo 
se 
sen 
seng 
sha 
shoi 
shon 
shang 
shoo 
w s. 
Aii^»& 
P'ei 
p*en 
P'tng 
P'i 
P'ien 
p'iao 
p'ieh 
p'in 
P'ing 
P'o 
P'on 
p*u 
ch'i 
ch'ia 
ch'ien 
ch'iang 
ch'iao 
ch'ieh 
ch'ln 
ch'ing 
ch'iung 
ch'iu 
ch'Q 
ch'iian 
ch'iich 
ch'Qo 
ch'Oa 
jan 
jang 
jao 
J6 
' j£n 
jeng 
jil» 
jung 
JOu 
JH 
juao 
jui 
JUD 
jo 
sa 
sai 
tan 
sans 
S&O 
a 
«en 
sCng 
sha 
thai 
than 
thang 
shao 
r43 
ami 
she 
shei 
shen 
sheng 
Shi 
shou 
Shu 
shuo 
shuol 
shuon 
shuong 
shui 
shun 
shuO' 
si 
song 
sou 
su 
suon 
Mi 
sun 
suo. 
to 
toi 
ton 
long 
too 
te 
teng 
tl 
tiOn 
tloo 
tie 
ting 
tong 
tou 
tu 
tucn 
tui 
W 5 
«*SJl»tt 
she 
shei 
shen 
sheng 
ihih 
shou 
shu 
shua 
shuai 
shuan 
shuang 
shui 
shun 
sho 
sii, szli, SS& 
sung 
sou 
su 
suan 
sui 
sun 
so 
t*» 
t'ai 
fan 
fang 
fao 
fe 
feng 
fi 
fien 
fiao 
fieh 
fing 
fung 
fou 
fu 
fuaa 
fui 
C.?.A 
a.\s»^ 
tun 
tuo 
wa 
wai 
won 
wang 
wei 
wen 
weng 
wo 
wu 
xl 
xia 
xian 
xicng 
xiao 
xia 
xin 
' xing 
xiong 
- xiu 
' xu 
xuan 
xuo 
xun 
ya 
yan 
yong 
yoo 
yo 
yi 
yin 
ying 
yo 
yong 
you 
yu 
yuan 
yu9 
wj S. 
KSL^nmm 
t'un 
fo 
wa 
wai 
wan 
wang 
wei 
wen 
wdng 
wo 
wu 
hsi 
hsia 
hsien 
hsiang 
hsiao 
hsieh 
hsin 
hsing 
hsiung 
h%iu 
hsQ 
hsijan 
hsiieh, hsQo 
hsun 
ya 
yen 
yang 
yao 
ych 
yi 
yin 
ying 
yo 
yung 
yu 
yo a-
yfl< i^ 
yiieh 
c.tA-
RUftt* 
yun 
za 
zai 
zon 
zang 
zoo 
zo 
zel 
zen 
zeng 
zha 
zhai 
zhon 
Zhang 
Zhao 
zhe 
zhol 
zhen 
Zheng 
zhi 
zhong 
zhou 
zhu 
zhuo 
zhual 
zhuan 
zhuang 
zhui 
zhun 
zhuo 
zl 
zong 
zou 
zu 
zuon 
zul 
zun 
zuo 
W S 
KSis^m^ 
yijn 
tsa 
tsai 
tsan 
tsang 
tsao 
tae. 
tsei 
tsen 
tseng 
cha 
chai 
Chan 
Chang 
chao 
Che 
chei 
Chen 
cheng 
chih 
chung 
chou 
chu 
chua 
chuai 
chuan 
chuang 
chui 
chun 
cho 
tz&(tsfi) 
tsung 
tsou 
tsu 
tsuan 
tsui 
tsun 
tso 
S4-A-
erviix 4 
Consonants and Vowels of the Chinese Phonetic Alphabet 
and their Corresponding International Phonetic Symbols 
aisttt 
b 
P 
m 
f 
d 
t 
n 
1 
9 
k 
h 
j 
(| 
X 
z 
c 
t^ l^ t iT. 
IP] 
IP') 
{ml 
in 
[t] 
Cf] 
(nl 
[1] 
Ikl 
[k'j 
[xj 
m 
lip'l 
l9] 
[IS] 
Its'] 
mn^^ 
s 
zh 
ch 
sh 
r 
y 
w 
a 
o 
e 
1 
u 
a 
H 
HIVii^*n 
M 
(t?) 
[t?'l 
I?] 
IM 
UI 
Iw] 
(a] 
[o] 
[»1 
(0 
[u] 
[yl» 
W W 
mnmn-
e 
er 
ai 
ei 
CO 
ou 
on 
en 
ong 
eng 
ong 
ia 
ie 
iao 
iu, iou 
SB*StS 
U] 
larj 
rail 
fei] 
(au) 
(au) 
[an] 
Ian] 
faDl 
(301 
lugl 
(ia] 
[is] 
[•au] 
[iau] 
R15WS-
ion 
In 
iang 
lng 
long 
uo 
uo 
uai 
ui, uei 
uon 
un, uen 
uong 
Ue 
Uon 
un 
Blfr.Sft 
[ian] 
[in] 
[lag] 
[iDl 
[ygl 
[ua] 
[U3j 
fuai] 
[uci] 
[uan] 
[uan] 
[uaij] 
[ys] 
[yan] 
[yn] 
• I I I fll^^ z c s e , I\) mf 2h ch sh r fi. 
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Glossaryi 
Achang ps) % 
Bai t^  
Baisha \& >^ 
bagua yv ^f 
Bao'an A^'^ 
Baoting ^^^ i^ 
JL 
Bayin ' ^ •& 
Baxian Heshou /\'<'h^i^ 
Beijing d t ^ 
bian-gong % "^ 
Bingzhi ^ ^-j 
bo ^ ^ 
Bulang 'ff^ %^ 
Buyi Tfb / i ^ 
Changhuajiang $,AV.yX-
Changj i ang ^ ;^:L 
Changhuajun S ''^ ^ 
Chaoxian ^^ ^%-
chaoz i q i ngy i n •#. 4 y4-^ 
Changpo -^ - t ^ 
Changshatian -^yVj >S> 
name of a minority people 
name of a minority people 
a place-name 
a Taoist symbol 
name of a minority people 
a place-name 
a type of emsemble 
the name of a traditional musical 
piece 
Peking 
a note in the Chinese scale 
Army System 
cymbals 
name of a minority people 
name of a minority people 
name of a river 
a place-name 
a place-name 
Korea 
a style of instrumental music 
a place-name 
a place-name 
'The English equivalents provided here are intended not as 
dictionary-like definitions, but only as indications of the 
significance of the terms as used in the thesis, for the 
convenience of readers. 
546 
Chen Jieqiong 5^". y&*3> a person's name 
Chen Sheng ^5- ^  a person's name 
Chen Sheng yu Qi Duichang Ge ?i^ ^ -JT ^ si^ ^ "^ -ij^  
the name of a folk song on Hainan 
9ii — 
Chengmai V1 i4_ 
chui-da O/i^T 
Chuxiong ' ^ ' ^ l i 
Chunmenpo % ^ ^^ 
citang :^ -5) *£ 
dachuida %- '°>~ ^J 
a place-name 
a type of emsemble music 
a place-name 
a person's name 
ancestral ha l l 
a type of emsemble music 
Dahuang Bei j ing %%,-»c-i^ a section of the book Shanhai jing 
Dai ^ 
Dakai -K^ 
Dalan %. f^ 
dapengche TI ^ 4^  
Dan'er ^h ^ 
Danxian ^\^ ^ 
Danzhou ^^• 
name of a minority people 
name of a t r a d i t i o n a l musical piece 
a place-name 
big caravan 
a place-name 
a place-name 
a place-name 
Danzhou Shange'^y^-*^^ "^ ^ a type of fo lk song of Hainan 
Dao 
Dapu ;£.-*( 
Dawo'er i * "^^ 
Deng Xiaoping 5if J- i 
Di % 
Diao Jinyu ('fs i l ^ 
diaoshiyin -Vl€) v\ - i 
diaosheng ^% % 
Ding'an %}:^ 
Diyuzhi ^M-%. 
Taoism 
a place-name 
name of a minority people 
a person's name 
f l u t e 
name of a traditonal musical piece 
modal note 
a type of folk song of Hainan 
a place-name 
Geographical Records 
547 
name of a minority people 
a place-name 
name of a minority people 
name of a minority people 
a type of fo lk song of Hainan 
name of a minority people 
a type of chordophone 
a type of fo lk song of Hainan 
name of a minority people 
Dong 4lf) 
Dongfang ^. js 
Dongxiang ti- ) 
Dulong ^t ^ 
Ediang i^ % 
Elunchun •fpX'^:^. 
erhu -^^ trfl 
Erjuban - oj ^ 
Ewenke %°p ySt'^ 
Fenghua Canzhuang R t^i^ M^C name of a fo lk song of Hainan 
Fucun ^ - ^ ^ 
Fujian 7rg>^ 
Qancong -=(- >^ 
Gansu -^ "^ 
gaohu ^ t ( ^ 
Gaoshan %> cU 
Gaozhou ^-^ 
Qaozhoudiao ^ - ^ - 1 1 ^ 
Gelao -^ 2. <^ 
gezhong 4)-^ ^^ 
gong 
gu 
V3 
1 3 ^ 
guanhua '^ 
guan 
v t 
Guangdong j ^ , 
Guangxi f (z> 
Guangzhou f - ^ 
Guizhou -^ -v^  
a place-name 
a place-name 
a place-name 
a place-name 
a type of chordophone 
name of a minority people 
a place-name 
a type of folk song 
name of a minority people 
song type 
a note of the Chinese scale 
drum 
Mandarin (a dialect) 
a type of aerophone 
a place-name 
a place-name 
a place-name 
a place-name 
548 
Quo Ming Dang & ) ^ X the Na t iona l i s t Party (Kuo Ming 
Tang) 
Haikou /fe i^  a place-name 
Hainan V^ \%) a place-name 
Hainei Nanjing-yfe ( * ) % ^ The Records of Southern Inner Sea 
Haitou ) ^ % 
Han y yt^ 
Hani p^ /^ 
Hanzi y^ *a-
haodianglong f^i. %c 
haozi -^ -^ 
Hasake ^^'^^ $; 
He Cainu "^^yi-tr 
H e m u d u ^-^^ ? ^ 
Hezhe ^ ^ J 
a place-name 
name of the majority people of China 
name of a minority people 
Chinese characters (script) 
youth house 
a kind of Chinese folk song 
the Kazakh people 
name of a traditional musical piece 
a place-name 
name of a minority people 
a type of aerophone 
a person's name 
a person's name 
a place-name 
Hongse Niangzijun ^^^j^K^'^The Red Detachment of Women 
houguan <7^'|^  "g 
Hua Guofeng ^ (f) ^ 
Huang Yunqing w^  ^  )^ 
Huangliu '%^ \%^ 
Huangliu Tuge ^.\%^^^*i. a type of folk song of Hainan 
huanxiao t/7r % 
Hui \5) 
Huiyang % fQ 
Huizong ^ ^ ^ 
Huju JI* |.) 
Hunan y^ f^  |^ 
Jiangxi v^ (b 
jiao h 
a type of aerophone 
name of a minority people 
a place-name 
name of a Song dynasty emperor 
a type of rigional opera 
a place name 
a place name 
a note of the Chinese scale 
549 
Jiefang (^ HX. 
J i ngzhengzh i 1^ ^^^ 
Jino % 1^ 
Jingpo -f. ^7^ 
Jun ^ 
Jundiao *f nlf) 
Ke'erkezi %^ \ik^ 
Kejia ^ ^ 
Kejia Shange ^ ^ <^< -^ z*^  
Kemu %/ %-
"Liberation" 
The Records of Economy and Politics 
name of a minority people 
name of a minority people 
army 
a type of folk song of Hainan 
name of a minority people 
the Hakka, speakers of Hakka dialect 
a type of folk song 
name of a minority people 
Kongque Dongnan Fei 2UTs % ^ ~^ 
the name of a Danzhou Shange song 
Jew's harp 
name of a minority people 
name of a minority people 
a place name 
a place name 
the aboriginal people of Hainan 
a person's name 
Liang Shanbo yu Zhu Yingtai ^ d\ ^^\Q-S ^-1-^ t. 
name of a Danzhou Shange song 
a place name 
a kind of hat 
name of a mountain 
a place name 
name of a traditional musical piece 
name of a river 
name of a minority peole 
kouxian ^ j ^ 
Kucong ^ ^ ^ 
Lagu I s ^ » 
Ledong ^ % 
Leizhou % ^ 
Li ^ 
Li Xi'an | . (E> 4 
Li 'er ^ 5 | 
Limao ^-C'^lf 
Limuling €] ci,^ 
Lingao :Jc& ^ 
Linhua I^'^K. 
Lingshui i^ ?|<. 
Lisu / / ^ '\% 
Liuguo Fengxiang f. (f)t'^1^i name of a t r a d i t i o n a l musical piece 
550 
Longling Bayin ^t%>^ \ 
Lu Yuchan fi 'A-i> §i^ 
luo ^"^ 
Luo Cheng Ge ^ ^•^\ 
Luoba TJ^ t-
Ma Ke J^ \j 
Maogan * ^ 
Man 7 ^ 
Meixian i^^ 4; 
Menba (^  €, 
Miao -^ 
Ming a^ 
minge ^ -^ 
minjian yinyue fol^i^ 
Minnan (^  \^ 
Mulao /j^ ; ^ ) ^ 
»f 
Mutang :^  '^ 
Nada :8p 7^  
Nansong (^  1^  
Naojunpo 1^ f ^1^ 
Naxi 5(jfc, g? 
Nandu j 1 ang (% 1/^  >2-
Nanping \^ i 
Nu -^ 
Paizigu '^^•^lll^ 
pianyin /^l^  ^ 
Polang t^ t^ 
Qiang 2^ 
a type of ensemble music 
a person's name 
gong 
name of a Danzhou shange song 
name of a minority people 
a person's name 
a place name 
a minority people (the Manchurian) 
a place name 
name of a minority people 
name of a minority people 
the Ming dynasty 
folk song 
folk music 
a place name 
name of a minorioty people 
a place name 
a place name 
the Southern Song dynasty 
name of a traditional musical piece 
name of a minority people 
name of a river 
a place name 
name of a minority people 
a type of instrumental music 
a type of note in the Chinese scale 
a place name 
name of a minority people 
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qin 5f 
qinqin ^ ^ 
Qing V^ 
Qinghai ^ -/^ 
qingyin ]^ - | 
q i n g - j i a o 7^ if) 
Qionghai t-i^ v "7^ 
Qiongju t^-^"^) 
Qiongshan V^^cU 
Qiongzhong i/^-'f 
Qiongzhou l|s. •'^ 
Qiugong %iL % 
quyi \^ -^j 
san r^  
Sandu :t 
sanxian i }\ 
Sanya ^ ^ 
Shadi v j / - * ^ 
Shala ^% dtt 
shang j | ^ 
shange d\ -^i, 
Shanghai - t Iff) 
Shangpoyang dx -*^^ 
Shangxl tL\ (b 
Shaosheng f^Z ^ 
Shu Ll i ^ ^ 
a type o f chordophone (Chiense 
s e v e n - s t r i n g z i t h e r ) 
a t ype o f chordophone 
the Ch ' i ng dynasty 
a p lace name 
a type of Instrumental music 
a note of the Chinese scale 
a place name 
a type of regional opera 
a place name 
a place name 
a place name 
name of a traditional musical piece 
instrumental music 
narrative music 
three 
a place name 
a type of chordophone 
a place name 
a place name 
name of a minority people 
a note of the Chinese scale 
a type of folk song 
Shanghai 
name of a traditional musical piece 
a place name 
reign title of a Han dynasty emperor 
a Han term for Han-assimilated Li 
people 
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Shui ^ ^ 
shuochang H " I , 
Sichuan ^ •"! 
si-zhu .i% ^Y 
song % 
Su Dongpo ^ ^. -^^ 
Su Shi ^ 5 ^ ' 
Sun Zhongshan hi^ <t ^' 
suona "ft^ e,^ 
Taiwan o l ^ 
Tang /% 
t i ca i / ( ^ ^ ' 
Tongza i ^ ^rf 
Toutang J;£. t / ^ 
Tu ± 
Tuge ;L 4)^ 
tuhu ^ tt) 
Tuj ia ^ "gc 
Tunchang ^ f , 
Wa /^Ti 
Wang Anshi 2 - ^ ^ 
Wang Wenhua i k ' ' ^ 
Wanning :§ g^  
Wangwu i i>_ 
Wanquanhe ;?7% t*^ 
Weiwuer f\i%X 
Wenchang k- & 
wenpai ^ ^ ^ 
Wu Deyi ^it-k 
name of a minor i ty people 
nar ra t ive music 
a place name 
a kind of instrumental music 
the Song dynasty 
a person's name 
a person's name 
a person's name 
a type of aerophone 
Taiwan (Formosa) 
the Tang dynasty 
style 
a place name 
a place name 
name of a minority people 
a type of folk song 
a type of chordophone 
name of a minority people 
a place name 
name of a minority people 
a person's name 
a person's name 
a place name 
a place name 
name of a river 
the Uigur people 
a place name 
a kind of instrumental music 
a person's name 
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Wudiji ^ ^ iCi 
Wuhu ^ {M\ 
Wuhua 32- ^ 
wupai ^ ^ ^ 
Wutai i- c 
Wuzhishan 3- 7$ ^ 
Wuzhou "^"fa '*1~ 
Wuzibieke % &> ^ A \ 
xiao ^ 
xiaodiao /V i'-»J 
Xibo ^h 4^ 
xigu ?:Af^  ll_ 
Xijin vfe -g 
Xingning -y^  ^  
Xinjiang ^ ^%_ 
Xinzhou j^i '^ 
Xinying |^ :^ 
xiqu ji-Jf v^ 
xisu 5] Z,-^  
yange ;'; "1. 
yang pO 
Ky 
Yang Yir 
yangge 
yangqin 
Yao \ \ 
Yaxian 
Yazhou 
>11U -A^f^ yi-] 
^^ v ^ X 
/^^  5f 
^ 
i4 
t-H 
yehu i^1^<^ ^^ 
The Records of Emperor Wu 
a place name 
a place name 
a kind of instrumental music 
a place name 
name of a mountain 
a place name 
the Uzbek people 
the vertical flute 
a kind of folk song 
name of a minority people 
a kind of instrumental music 
the Western Jin dynasty 
a place name 
a place name 
a place name 
a place name 
regional opera 
customs 
development 
the yang or masculine aspect of 
nature 
a person's name 
a type of folk song 
dulcimer 
name of a minority people 
a place name 
a place name 
a type of chordophone 
554 
yeyou 
Yi 
yin 
Yishi 
Yongj 
yu 
7^)^ 
$ 
p ^ 
d^^ 
ia ^ 1 ^ 
=^] 
- ft'-' 
Yuanf u •^^^  ^ 
Yue 
Yueju 
yueqi 
Yugu 
•u 
^k^] 
n ^ ^' 
7-^ fflD 
Yuling ^ ^ '^^ 
Yunnan i, i^ 
Zang 
Zayun 
Zazhi 
zhai 
S( 
t^ ii 
ii^  
% 
Zhang Ji \^ ^\ 
night strol1 
name of a minority people 
the yin or female aspect of nature 
Incidents of Past Ages 
reign title of a Jin dynasty emperor 
a note of the Chinese scale 
reign title of a Song dynasty 
emperor 
an ancient people 
a type of regional opera 
a type of chordophone 
name of a minority people 
a place name 
a place name 
the Tibetan people 
a place name 
Records 
a Taoist ritual 
a person's name 
Zhang Ji Qingge^^^|^-f^-S)j; Love Song of Zhang Ji 
Zhejiang ^ fFfvs. 
zhengyin ^ ^ 
Zhonghe s^  ^-z 
Zhongpanwu jfe ;^ ^ 
Zhou Qingqing (?) "^  Ig 
Zhouma ; ^ J^ 
Zhuang '^\± 
Zhuang •j\f^' 
a place name 
a type of note in Chinese scales 
a note of the Chinese scale 
a place name 
a type of folk dance 
a person's name 
name of a traditional musical piece 
name of a minority people 
a type of folk song 
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Zhuya i(:% a p l ace name 
zhuyin ^ ^ tona l c e n t r e 
556 
Bibliography 
Works in Western Languages 
The American Presbyterian Mission. 
1919 The Isle of Palms, Sketches of Hainan. Shanghai Rpt. 
New York: Garland, 1980. 
Batkins, Donald Leonard. 
1979 rA7e Changing Role of Political Conditions in the 
Economic Development of Two Chinese Regions: Hai-nan 
and T'ai-wan, 1895-1975. Diss. Michigan State Univ. 
Benedict, Paul K. 
1941 "A Cham Colony on the Island of Hainan." Harvard 
Journal of Asiatic Studies, 6:129-34. 
Bohlman, Philip V 
1988 The Study of Folk Music in the Modern World. 
Bloomington: Indian University Press. 
Booth, A. W. 
1941 "Hainan: Stepping Stone of Japanese Imperialism." The 
Journal of Geography, 40:231-33. 
Brerault, E. 
1905 "Notice sur L'tie de Hainan." Revue Indo-Chinoise, 
3:1357-77 and 1464-80. 
Calder, J. 
1882 "Notes on Hainan and its Aborigines." China Review. 
11:42-50. 
557 
Casper, Leonard. 
1978 "Philippines." In Encyclopaedia Americana. Danbury, 
Conn.: Americanan Corporation. V 21, p. 759e. 
Chang, Jack. 
1988 "Can Hainan Become Another Taiwan?" Sinorama, Sept., 
pp. 82-89. 
Chang, Kun. « 
1953 "On the Tone System of the Miao-Yao Languages." 
Language, 29:374-78. 
Chao, Yuen-ren. 
1956 "Tone, Intonation, Singsong, Chanting, Recitative, 
Tonal Composition, and Atonal Composition in Chinese." 
in For Ramon Jakobson. Mouton: The Hague, Pp. 52-59. 
Chen, Chi-lu. 
1968 Material Culture of the Formosan Aborigines. Taipei: 
Taiwan Museum. 
Ch'en, Pin-ho. 
1937 "Hainan—China's Largest Island." China Critic, 
17:298-99. 
China Daily 
1988 "Transport Expansion on Hainan." China Daily, 20 Feb. 
p. 1, col. 3. 
Cho, Gene J. 
1982 "Shuo-Chang: The Story-Song of China." Chinese Music. 
5:7-12. 
Clark, L. 
1938 "Among the Big Knot Lois of Hainan." National 
Geographic Magazine, 74:391-418. 
558 
Dahlhaus, C a r l . 
1980 " T o n a l i t y . " I n The New Grove Dictionary of Music and 
. Musicians. Ed. by S t a n l e y S a d i e . London: Macmi l lan 
P u b l i s h e r s L i m i t e d . V . 1 9 , p p . 5 1 - 5 5 . 
Dehergne, J . 
1940 "Les O r i g i n e s du C h r i s t i a n i s m e dans L ' t l e late Hainan 
(XVIeme S i & c l e s ) . " Monumenta Serica, 5 : 3 2 9 - 4 8 . 
Duyvendak, J . J L. 
1939 "Review of H. S t u b e l , Die Li-Stamme der Insel Hainan." 
T'oung Pao, 3 5 : 4 0 4 - 0 7 
Enderton, C a t h e r i n e Schur r . 
1984 Hainan Dao: Contemporary Environmental Management and 
Development of China's Treasure Islands (Tropics, 
Vegetation, Resources). D i s s . Univ o f C a l i f o r n i a , 
Los Ange les . 
Fa i r fax -Choimeley , E l s i e . 
1963 "Hainan: Awakening P a r a d i s e . " Eastern Horizon, 
2 ( 1 4 ) : 3 5 - 4 2 
Feld, S teven . 
1974 "Linguistic Models in Ethnomusicology." 18:197-217 
Fenzel, Gottlieb. 
1933 "Die Insel Hainan; Eine Landeskundliche Skizze, 
Dargestellt auf Grund Eigner Reisebeobachtungen und des 
Verhandenen Schrifttums." Mitteilungen der 
Geographischen Gesel Ischaft Miinchen, 26: 73-22^. 
Goh, S. Y. 
1948 "Hainan Development Plans Laid." China Economy, 
1:110-11. 
559 
Han, Kuo-huang. 
1979 "The Modern Chinese Orchestra." Asian Music, 11 (1): 1-
44. 
Han, Kuo-huang and Lindy Li Mark 
1980 "Evolution and Revolution in Chinese Music. " In Musics 
of Many Cultures. Ed. by Elizabeth May University of 
California Press. Pp. 10-31 
He, Luding 
1983 "Scales and Modes in Chinese Music." Studies in Music, 
17:62-78. 
Henry, Benjamin Couch. 
1886 Ling-Nam: or, Interior Views of Southern China, 
Including Explorations Into the Hitherto Untraversed 
Island of Hainan. London: Partridge. 
Hino, Ashihei. 
1939 "Reports From Hainan." Canton, 1(1):32-36. 
Hood, Mantle. 
1971 The EthnomusicologiSt. New York: McGraw-Hill Book Co. 
International Folk Music Council 
1955 "Proceedings of the Seventh Conference: Resolutions— 
Definition of Folk Music." Journal of the 
International Folk Music Council. 7:23 
Jalrazbhoy, Nazir A. 
1977 "The ^Objective' and Subjective View in Music 
Transcription." Ethnomusicology. 21:263-73. 
Jalrazbhoy, Nazir A. and Hal Balyoz. 
1977 "Electronic Aids to Aural Transcription." 
Ethnomusicology. 21:275-82. 
560 
Kaufmann, Walter 
1967 Musical Notations of the Orient. Bloomington: Indiana 
University Press. 
Kirk, Donald. 
1965 "Unknown Hainan." Far Eastern Economic Review. 49:501-
03. 
Kishibe, Shigeo. 
1980 "China: General—Folk, popular and religions music." 
In 7"A7e New Grove Dictionary of Music and Musicians. 
Ed. by Sianley Sadie. London: Macmillan Publishers 
Limited. V.6, pp.249-53. 
Kuttner, Fritz A. 
1950 "China: The Hidden Relations Between Language and 
Music." Musical America. 70(2): 5, 40, 72. 
La Dany, Ladislao. 
1957 "Hainan Island." China News Analysis, 27 Sept., pp. 
1-7. 
Ladefoged, Peter 
1962 Elements of Acoustic Phonetics. Chicago: The Univ. of 
Chicago Press. 
Lee, Hwa (Li, Hua) 
1964 "Hainan Island Today ' Issues and Studies, 1(1):35-45. 
Levis, John H. 
1963 Foundations of Chinese Musical Art. 2nd ed. New York: 
Paragon Book Reprint Corp. 
Liang, Mlng-yue(h). 
1980 "China: Instruments—Cheng, Chi'in, Hu-ch'in." In The 
New Grove Dictionary of Music and Musicians. Ed. by 
561 
Slanley Sadie. London: Macmillan Publishers Limited. 
V.6, pp. 262-70. 
1985 Music of the Billion: an Introduction to Chinese 
Musical Culture. New York: Heinrichshofen. 
Lieberman, Fredric. 
1977 The Chinese Long Zither Ch'in: a Study Based on the 
Mei-an Ch'in-p'u. Ph.D. diss. University of 
California, Los Angeles. 
1979 Chinese Music: An Annotated Bibliography. 2nd ed. New 
York: Garland Publishing. 
Lin, Yutang. 
1948 The Gay Genius: the Life and Times of Su Tungpo. 
London: William Heinemann. 
Liu, Hans. 
1938 "Hainan: The Island and the People." China Journal, 
29:236-46 and 302-14. 
Liu, James J Y 
1970 The Art of Chinese Poetry. Chicago: University of 
Chicago Press. 3rd impression. 
Liu, Marjory Bong-ray. 
1974 "The Influence of Tonal Speech on K'unch'u Opera 
Style." Se7ectec/ /?eports [UCLAJ 2(1):63-86 
1976 Tradition and Change in Kunqu Opera. Ph.D. diss. 
UCLA. 
1985 "Aesthetic Principles in Chinese Music." The World of 
Music. 27(1):19-30. 
Liu, Wei-ping. 
1938 "Essential Facts About Hainan Island." China Forum, 
2:12-17 
562 
Mackerras, Colin P, 
1980 "China: Drama—Regional opera, Peking opera." In The 
New Grove Dictionary of Music and Musicians. Ed. by 
Stanley Sadie. London: Macmillan Publishers Limited. 
V.6, pp. 253-58. 
1980 "China: Other Instruments." In The New Grove 
Dictionary of Music and Musicians. Ed. by Stanley 
Sadie. London: Macmillan Publishers Limited. V 6, pp. 
272-79. 
Madrolle, Claudius. 
1898 "L'tle d'Hainan." Revue Economique Frangaise, formerly 
Bulletin, 20:361-70. 
1898 "Etude sur L'Tle d'Hal-nan." fl. de la Sociite. de. 
G^ographie, 7e Serie, 19 (2e trimestre):187-228. 
1900 Hai-nan et la Cdte Continental e Voisine. Paris: 
Augustin Callamel. 
1939 "La Question de Hai-nan et des Paracels." Politique 
Etrangire,4:302-12 
Madrolle, Claudius, and P. B. De La Brosse. 
1939 "Le Japona Hainan." L'Asie Franpafse,39(March ):94-
99. 
Malm, Willian. 
1967 Music Cultures of the Pacific, the Near East and Asia. 
New Jersey: Prentice-Hall. 
Mark, Lindy Li and Fang Kuei Li 
1966 "Speech Tone and Melody in Wu-Ming Folk Songs." In 
Essays Offered to G. H. Luce by His Colleagues and 
Friends in Honour of His Seventy-Fifth Birthday, ed. by 
563 
Ba Shin, Jean Boisselier, and A.B. Griswold Ascona, 
Switzerland: Artibus Asiae. I, pp.167-86. 
Mayers, W. M. Frederick. 
1871-72 "A Historical and Statistical Sketch of the Island 
of Hainan." Journal of the North China Branch of 
the Royal Asiatic Society, NS 8:1-23. 
McAlTester, David P. 
1949 Peyote Music. New York: Viking Fund, Inc. Rpt. 1971 
by Johnson Reprint Corporation. 
McClain, Ernest G. 
1979 "Chinese Cyclic Tunings in Late Antiquity " 
Ethnomusicology. 23:205-24. 
McClure, F- A. 
1922 "Notes on the Island of Hainan." The Lingnan 
Agricultural Review, 1(1):66-79. 
1933 "Treecotton Cloth in Hainan." Lingnan Science Journal, 
12:129-31. 
1933 "The Lingnan University Third and Fourth Hainan Island 
Expeditions." Lingnan Science Journal, 12:381-88. 
1933 "Outline Maps of Kwangtung Province and Hainan Island 
With Notes on the Names of the Districts and District 
Cities." Lingnan Science Journal, 12:367-80-
1934 "The Lingnan University Fifth Hainan Island 
Expedition." Lingnan Science Journal, 13:163-70. 
1934 "The Lingnan University Sixth and Seventh Hainan Island 
Expeditions." Lingnan Science Journal, 13:577-601. 
Merriam, Alan P-
1984 The Anthropology of Music. Chicago: Northwestern 
University Press. 
564 
Moninger, M. M. 
1934 "Salt Making in Kheng-dong, Island of Hainan." Lingnan 
Science Journal, 13:697-98. 
Mouly, Dalmas. 
1949 Hai-nan: L'lleaux Cent Visages. Paris: Lethielleux. 
Mus, Paul. 
1930 "Review of F M. Savina, Monographie de Hainan." 
Bulletin de I'Ecole Frangaised'ExtrSme-Orient,30:A36-
44. 
Nettl, Bruno. 
1962 An Introduction to Folk Music in the United States. 
Michigan: Wayne State University Press. 
1964 Theory and Method in Ethnomusicology. New York: The 
Free Press of Glencoe. 
1973 Folk and Traditional Music of the Western Continents. 
New Jersey: Prentice-Hall. 
1983 The Study of Ethnomusicology: twenty-nine issues and 
concepts. Urbana: University of Illinois Press. 
Odaka, Kunio. 
1942 Economic Organization of the Li Tribes of Hainan 
Island. Trans. Yale Southeast Asia Studies Translation 
Service. New Haven: Yale Univ. Southeast Asia Studies. 
Plan, Rulan Chao. 
1972 "Text Setting with the Shipyi Animated Aria." In Words 
and Music: The Scholar's View; A Medley of Problems and 
Solutions Compiled in Honor of A. Tillman Merritt by 
Sundry Hands. Ed. by Laurence Berman. Cambridge: 
Department of Music, Harvard University. Pp. 237-70 
565 
1980 "China: General — Introduction." In The New Grove 
Dictionary of Music and Musicians. Ed. by Stanley 
Sadie. London: Macmillan Publishers Limited. V.6, pp, 
245-49. 
Picken, Laurence. 
1971 "Chinese Music." In Readings in Ethnomusicology. Ed. 
by David P. McAllester. New York: Johnson Reprint 
Corporation Pp.336-52 a 
Phillips, R. T. 
1980 "The Japanese Occupation of Hainan." Modern Asian 
Studies, 14:93-109. 
Pope, Clifford H. 
1924 "Hainan." Natural History, 24:215-23. 
Probst, Reed Richards. 
1982 The Communist Conquest of Hainan Island. Diss. George 
Washington Univ 
Schafer, Edward H. 
1969 Shore of Pearls. Berkeley: Univ of Calif Press. 
Scott, A. C. 
1957 The Classical Theatre of China. New York: the 
Macmillan Company Rpt. by Greenwood Press, 1978. 
Seeger, Charles. 
1958 "Prescriptive and Descriptive Music-writing." The 
Musical Quarterly. 44:184-95. 
Shen, Sin-yan 
1979 "Foundation of the Chinese Orchestra (1) " Chinese 
Music. 2:32-36. 
1980 "Foundation of the Chinese Orchestra (2) " Chinese 
Music. 3:16-19. 
566 
Shyr, Yin-kuan 
1982 "'The 6th Day of the 6th Month'—Day of Songs for the 
Buyis." Chinese Music. 5:23-29. 
Standifer, James. 
1986 "China's Multicultural Population: Insights from 
Minority Nationalities and their Music." International 
Journal of Music Education. 8(2):17-24, 30. 
Stevens, Catherine. 
1973 Peking Drumsinging. Ph.D. diss. Harvard University. 
Stevens, Kate. 
1980 "China: Drama—Popular narratives." In The New Grove 
Dictionary of Music and Musicians. Ed. by Stanley 
Sadie. London: Macmillan Publishers Limited. V.6, pp. 
258-60. 
Stubel, Hans. 
1933 "Ethnologische Studien auf Hainan." Forschungen und 
Fortschritte, 9:462-63. 
Stubel, Hans, and Ll Hua-min. 
1933 "Verlaufiger Bericht (Ibereine Ethnologische Exkursion 
nach der Insel Hainan." Jubilaumsband herausgegeben 
von der Deutschen Gesel Ischaft •fiifNatur-und 
Volkerkunde Ostasiens, 1 (Tokyo):133-45. 
Stubel, Hans, and P- Meriggi 
1937 Die Li-Stamme der Insel Hainan; Ein Beitrag zur 
VoIkskunde SUdchinas. Ber11n. 
Swinhoe, Robert. 
1871-72 "The Aborigines of Hainan." Journal of the North 
China Branch of the Royal Asiatic Society, NS 7:25-
40. 
567 
1871-72 "Narrative of an Exploring Visit to Hainan." 
Journal of the North China Branch of the Royal 
Asiatic Society NS 7:41-91 
Thrasher, Alan R. 
1978 "The Transverse Flute in Traditional Chinese Music." 
Asian Music. 10(1):92-114. 
1981 "The Sociology of Chinese Music: An Introduction." 
Asian Music. 12(2):17-53. 
1985a "The Melodic Structure of Jiangnan Sizhu." 
Ethnomusicology. 29:237-63. 
1985b "The Role of Music in Chinese Culture." The World of 
Music. 27:3-18. 
1988 "Hakka-Chaozhou Instrumental Repertoire: an Analytic 
Perspective on Traditional Creativity " Asian Music. 
19(2):1-30. 
Tong, Kin-woon. 
1983 "Shang Musical Instruments." Asian Music. 14(2):17-
182; 15(1):103-84. 
1984 "Shang Musical Instruments." Asian Music. 15(2) :67-
143. 
Tsao, Pen-yeh-
1976 "P'ing-t'an Music—A Preliminary Study " CHINOPERL 
Papers. 6:95-119. 
Tuohy, Sue Mary Clare. 
1988 Imagining the Chinese Tradition: the Case of Hua'er 
Songs, Festivals, and Scholarship. Ph.D. diss. Indiana 
University 
568 
Uchida, Ruriko. 
1984 "Cross-Cultural Consideration of Utagaki." In 
Proceedings of the Thirty-First International Congress 
of Human Sciences in Asia and North Africa. Vol II 
Ed. Yamamoto Tatsuro. Tokyo: The Toho Gakkai Pp. 
674-75. 
U. S. Office of Coordinator of Information, Research and 
Analysis Branch, Far Eastern Section. 
1942 Glossary of Place Names of Hainan Island. Washington 
D.C. 
U. S. Office of Strategic Services, Research and Analysis 
Branch. 
1943 Survey of Hainan. 2nd ed. Washington D.C. 
Wachsman, Klaus P-
1980 "Folk Music." In The New Grove Dictionary of Music and 
Musicians. Ed. by Stanley Sadie. London: Macmillan 
Publishers Limited. V 6, p. 693. 
Wang, Ching. 
1988 "Hainan Notes—Young Intellectuals on Hainan." 
Sinorama, Sept., pp. 90-94. 
Wu, Lien-teh. 
1936-37 "Hainan, the Paradise of China." China Quarterly, 
2:225-58. 
1937 Hainan, China's Island Paradise." China Journal, 
26:184-88. 
Yang, Mu. 
1988b "Erotic Musical Activity in China's Multi-racial 
Society: Examples of Cultural Interaction Through 
Music." Chinese Section, Symposium of the 
569 
International Musicological Society, Melbourne. 29 
Aug. 
1988d "The Ediang of Hainan Island: A Variant of the Folksong 
Tradition of the Han Nationality of China." Musicology 
Australia. 11:29-55. 
Yung, Bell. 
1975 "The Role of Speech Tones in the Creative Process of 
the Cantonese Opera." CHINOPERL News. 5:157-67. 
1980 "China: Theory." In The New Grove Dictionary of Music 
and Musicians. Ed. by Stanley Sadie. London: 
Macmillan Publishers Limited. V.6, pp. 260-62. 
1983a "Creative Process in Cantonese Opera I: The Role of 
Linguistic Tones." Ethnomusicology. 27:29-47. 
1983b "Creative Process in Cantonese Opera II: The Process 
of T'ien Tz'u (Text-Setting)." Ethnomusicology, 
27:297-318. 
1983c "Creative Process in Cantonese Opera III: The Role of 
Padding Syllables." Ethnomusicology. 27:439-56 
^7^ 
Works in Chinese or Japanese 
Ai, Zhiping. S^  >4 4" 
1950 Chufang Wuzhishan [The First Visit to Wuzhi Mountains] 
Hankou: Xinhua Shudian Zhongnan Zongfendian. 
Ban, Gu (32-92 A.D.) ^i if] 
N.d. Hanshu [Book of Han]. Rpt. Beijing: Zhonghua Shuju, 
1962. 
Cai, Tinglan (1800-1859) ^ iJ. ^ 
N.d. Hainan Zazhu [Essays on Hainan]. Rpt. Taibei: Taiwan 
Yinhang, 1959. ^ 
Cao, Si bin. 'f' >^ 1*) 
1957 Hainan Dao Suibi [Notes on Hainan] Guangzhou: 
Guangdong Renmin Chubanshe. 
Chen, Kun, introd. p^ ^ -t^  ^ 
1890 Zhi Li Jiyao [Notes on Governing the Li People] 
Guangzhou: Yangcheng Xueyuan Qianzujingtang. 
Chen, Mingshu, gen. ed. f^-ei ;?& |^ -^ 
1933 Hainan Dao Zhi [Records of Hainan Island] Shanghai: 
Shenzhou Guoguangshe. 
r/u 
Chen, Xian rong. p,^^ ^  ^^ 
1935 "Qiongya Jiaoyu Diaocha Ji " [Survey of Education in 
Hainan.] Jiaoyu Zazhi [The Journal of Education], 
25:317-21. 
1934 Qiongya [Hainan] Shanghai: Shangwu Yinshuguan. 
Chen, Zhengxiang, comp. ^^ 2. 7^\ ^^ % 
1947 Hainan Dao Dili [Geography of Hainan Island] 
Shanghai: Zhongzheng Shuju. 
« Ife 1%> I) -te If: » i^  l^ «+ <t -fe ^  
1972 Hainan Dao [Hainan Island]. Hongkong: Zhongwen Daxue 
Dili Yanjiu Zhongxin. 
i< 7^ 1% 4 '^  4 V^ : t ^  ^  *^  -«il^ ^ T^  !^  f ^-^  
Chen, Zhi, comp. -st^ ^  
1949 Hainan Dao Xinzhi [New Records of Hainan Island] 
Shanghai: Shangwu. 
«7^ if) 4 *^ ^ ' ' ' ^^h\hi 
Cihai Bianji Weiyuanhui -^-^^^it^^^ ^ ^ 
1979 Cihai iCihai Dictionary] Shanghai: Cishu Chubanshe. 
Deng, Rujin. 3?a rfe» >!: 
1986 "Mantan Zhuangzu Gexu." [On the Folk Song Festival of 
the Zhuang People-] Minzu Yishu [Ethnic Arts], No. 4, 
pp. 167-81. 
u Ding, Jun. 7 «!.'^  
1982 "Huashan Gehai." [The Mountain of Flowers, the Sea of 
Songs.] Minzu Yinyue [Ethnic Music], No. 1, pp. 49-50. 
Ditu Chubanshe. vt ^ H, r1^^-± 
1978 Zhongguo Dituce [Atlas of China] Beijing: Ditu 
Chubanshe. 1 
Dong, Weisong. -^ i^ ^ ,^  
1987 "Cong Luxue de Jiaodu Zaitan 'Kuyin' de Yinjie Jiqi 
Diaoshi." ["A Further discussion of the Scale and Mode 
of 'Kuyin' from the Point of View of Temperamentology"] 
Yinyue Yanjiu [Music Research]. No.4, pp.75-82. 
Ertian. ^^  ^ 
1941 Qiongya Sanji [Notes on Hainan] Kowloon; rpt. 
n.p.:n.p., 1975. 
Fu, Zhen, and Su Hai'ou, gen. ed. 4^%, ^^m ^4)^% 
1982 Lizu Minjian Gushiji [Collected Folk Stories of the Li 
People] Guangzhou: Huacheng Chubanshe. 
(^ ^i'k^i'^'^^% ^> y ^^J^ ^ H' i^K^^ 
GaimushS Tsushokyoku, ed. 7i-\^ ^ i ^ ^ ^ 
1940 Kainan To Nogyo Chosa Hokoku [Report on Agriculture in 
Hainan]. Tokyo: Nihon Kokusai Kyokai 
Gao, Houyong. ^ 1%. ^ 
1981 Minzu Qiyue Gailun [Introduction to Chinese 
Instrumental Music]. Jiangsu: Renmin Chubanshe. 
nic 
Gao, Mingkai, and Shi Anshi, gen. eds. $)ltiu.^;?i i j^ 
1985 Yuyanxue Gailun [An Introduction to Linguistics]. 
Beijing: Zhonghua Shuju. 
Geng, Shenglian. :^7(t !£ ^ , 
1981 "Qianyi Minge Zhong de Chenci he Chenqiang" [A 
Discussion of Vocables of Chinese Folk Songs] In Vol. 
I of Minzu Yinyuexue Lunwen Ji [Selections on 
Ethnomusicology] Ed. Nanjing Yishu Xueyuan Yinyue 
Lilun Jiaoyanshi Beijing: Zhongguo Yinyue. Pp. 223-
50 
« 'Ji R t^iji. t ^ >> 1^ ii) #o ^^ fi'h y> ^ ^^  ^li|. ^ ^ ^l i^ ,5.^^ » 
Guangdong Minzu Xueyuan Zhongwenxi, ed. t ^-ivXk-^^tf ^ . ^JS^ 
1983 Li Zu Minjian Gushi Xuan [Folk Stories of the Li 
People] Shanghai: Wenyi Chubanshe. 
Guangdong Renmin Chubanshe, ed. f ^^ ^ ^ ^k ^"^^^t *yf^ 
1956 Kejia Aiqing Shange [Love Songs of the Kejia] 
Guangzhou: Guangdong Renmin Chubanshe. 
Guangdongsheng Danxian Zhengxie Wenshi Ziliao Bianji 
Weiyuanhui, ed. J-^^/^'^ 4, lS^1;;k ^^^ ^ ik> ^% ^  k ^ 
1986 Danxian Wenshi Ziliao [Reference Materials for the 
Culture and History of Danxian] Vol I Danxian: 
Danxian Zhengxie Wenshi Ziliao Bianji Weiyuanhui. 
ry^ 
Guangdongsheng Xiju Yanjiushi, ed. J '^/^ 9^/ftj i^%'^ (^  
1980 Guangdongsheng Xiqu he Quyi [Regional Operas and 
Narrative Music of Guangdong Province] Guangzhou: 
Guangdongsheng Xiju Yanjiushi 
Guojia Minwei Minzu Wenti Wuzhong Congshu Bianji Weiyuanhui. 
1981 Zhongguo Shaoshu Minzu [Chinese Minority 
Nationalities] Beijing: Renmin Chubanshe. 
Guo, Pu (276-324 A.D.), ed. and comment, "t? ^ % 'if 
N.d. Shanhai Jing [Records of Mountains and Seas] 23 vols. 
Rpt., n.p.: Saoye Shanfang, 1888. 
Guo, Shouhua. 7^:4-^ 
1963 Kezu Yuanliu Xinzhi [New Records of the Origin and 
Development of the Kejia People] Taibei: Zhongyang 
Wenwu Gongyingshe. 
Hainan Limiao Zizhizhou Wenhuaju, ed. I(^  if} ^ ' ^ fe^-*+,^^fc^fj^ 
1982 Lizu Minjian Gushiji [Collection of the Folk Stories of 
the Li People]. Guangzhou: Huacheng Chubanshe. 
r73 
Hainan Lizu Miaozu Zizhizhou Gaikuang Bianxiezu 
1986 Hainan Lizu Miaozu Zizhizhou Gaikuang [A Survey of Li-
Miao Autonomous Prefecture of Hainan]. Guangzhou: 
Guangdong Renmin Chubanshe. 
Hainan Lizu Miaozu Zizhizhou Minzu Bowuguan. 
1987 Hainan Lizu Miaozu Zizhizhou Minzu Bowuguan Guankan 
[Journal of the National Museum of Li-Miao Autonomous 
Prefecture, Hainan]. Tongza: Hainan Lizu Miaozu 
Zizhizhou Minzu Bowuguan. 
lil^ z -^-^  ft) ^  H ^ ^ 1 i^  j4^^i| ^  t'k 
Hainan Lizu Miaozu Zizhizhou Qunzhong Yishuguan, comp. 
1983 Lizu Minjian Gequ [The Folk Songs of the Li People] 
Mimeograph. Hainan Lizu Miaozu Zizhizhou Qunzhong 
Yishuguan, Tongza. 
^i (ft) » //* ^ f ;!> . i^ ^ . 
Han, Boquan. ^ \^ ^^ 
1986 "Shilun Lizu 'Dacaiwu' de Zongjiaoxing yu Ziyuxing." 
[The Religious and Entertainment Qualities of the 
"Stick Dance" of the Li People.] Minzu Yishu [Ethnic 
Arts], No. 2, pp. 72-29. 
Han, Yanfeng, et al. comp. ^>'J^\ f % i^% 
1976 Hainan Dao [Hainan Island] Guangzhou: Guangdong 
Renmin Chubanshe. 
r74 
Han, You, comp. ^ '^'S -^ '(•^  
1704 Danzhou Zhi [Records of Danzhou] 3 Vols. Rpt. 
Guangdong: 1933. 
<i4f^-fft^v j ^  . 
Hao, Yulin, et al. comp. ^ j_ M^f* % $^ 
1731 Guangdong Tongzhi [General records of Guangdong] 
Guangzhou. 
(ift^^^"' 1^  ^  £ ^  f ii :^  r; t vsD ^  
He, Yun, Yang Youhong, and Sun Youlan. -^ Cj:^ ^ ^$Hl^^ ^ i>i-^ f 
1963 Guangdong Hainan LizuYinyue Caifang Jilu [Records of 
Interviews Concerning the Music of the Li People of 
Hainan] Mimeograph, Yinyue Yanjiusuo Ziliaoshi, 
Beijing. 
Hirama, Sozaburo. ^ ^/\ ^  ^ ^f 
1929 Kainan To ni Okeru Nosangyo Chosa [Survey of 
Agriculture and Industry in Hainan]. Taiwan: Sotoku 
Kambo, Chosaka. 
Huang, Ge. -^^ %. 
1986 "Guangxi Xibu de Duoshengbu Zhuangge." [The Polyphonic 
Songs of the Zhuang People in Western Guangxi.] Minzu 
Yishu [Ethnic Arts], No. 4, pp. 182-86. 
5-7r 
Huang, Jiajiao. "^ ^ ^ ^ 
1957 "Hainan Lingao de 'Su Dongpo Hua' " [The "Su Dongpo 
Speech" of Lingao, Hainan.] Lanzhou Daxue Xuebao 
(Renwen Kexue) [Lanzhou University Journal 
(Humanities)], No. 1, pp. 69-76. 
Huang, Kefu. -# ^ 76^  
1959 Hainandao Jiyou [Journey on Hainan] Hong Kong: Yuhua 
Chubanshe. 
« >fe it) 4J it>'^ ^' %A ^-^^ % i^^-^ 
Huang, Kunpei -^ ^ ^-^ 
1925 Qiongya Gexian Nongye Gaikuang Diaocha Baogao [Report 
on Agricultural Conditions in the Counties of Hainan] 
Rpt. Guangzhou: Guoli Zhongshan Daxue Chubanbu, 1937 
Huang, Qiang. "^ |^ 
1928 Wuzhishan Wen Li Ji [Visiting the Li people in 
Wuzhishan]. Hong Kong: Shangwu Yinshuguan .^  
<< ±rQ '-'• i'^ ^  ^ ^ " % 4; \h ^ p^ +>• t% 
Huang, Shaohuai, and Ye Yonghua. 'p^A^'^^ , "t^"^ 
1958 Woguo Shaoshu Minzu de Zongjiao he Fengsu [Religion and 
Customs of the Minority Peoples in China] Beijing: 
Minzu Chubanshe. 
Huang, Zhenyi. ^ :|/"^  ife 
1936 Zuijin Qiongya Jingji zhi Qushi [Recent Economic Trends 
in Hainan]. Haikou: Hainan Shuju. 
i^76 
Ide, Kiwata. ^ ^^ ^^ P^-^ ^ 
1936 "Kainan To no Jimmin." [The People of Hainan.] Taiwan 
Jiho [Taiwan Times], Aug., pp. 115-126; Sept., pp. 91-
99; Oct., pp. 83-93. 
Jian, Qihua, and Mao J1 zeng. "^ jL-i^ ^ 5# t^ 
1963 Yunnansheng Minjian Yinyue Caifang Jilu [Records of 
Interviews Concerning the Folk Music of Yunnan 
Province]3 Mimeograph. Yinyue Yanjiusuo, Beijing. 
Jiang, Cheng, ed. ;^x tj5^  ijkf 
1957 Kejia Qing'ge [Love Songs of Kejia People] Hong Kong: 
Yimei Tushu Gongs1. 
Jiang, Mingdun. yx sQ t|-
1982 Hanzu Minge Gailun [Introduction to the Folk Songs of 
Han Nationality]. Shanghai: Wenyi Chubanshe. 
Kitamura, Ryokichi t^r ^^ t^ % 
1940 "Kainan To Jij5." [Conditions in Hainan.] In Nanshi 
Chosa Shiryo Shuroku [Collected Research Materials on 
South China] Vol III. Ed. Taiwan Ginko Chosaka. 
[Taipei?]: Taiwan Ginko Chosaka, pp. 81-111 
Lan, Hong'an. »^>*i,f. ^V 
1985 "Lun Gexu " [A Discussion of the Folk Song Festival ] 
Minzu Yishu [Ethnic Arts], No.1, pp. 47-60 
Li, Dai Chen, ed. ^ i^^  v'^.. 
1947 Hainan Dao zhi Xianzhuang [Hai'nan Today] 2nd ed. 
Shanghai: Shijie Shuju. 
<^  -^  \% I7 i it>i^ » i l^  -t^  I- ^  /ly 
Li, Qianli * ^ (^  
1932 "Hainan Diaocha Gaishu." [Summary of a Survey of 
Hainan.] Zhongyang Daobao [Central Reports], 
23(Jan.):114-38. 
<^ -ll \b i*^ i- ^ ^t <^ ** ^^ -^  4 /^fe. '> 
Li, Rongguang 4 - ^ •?& 
1987 "Ha'nizu Qingge 'Archi' Jiqi Tese." [The Love Song 
"Archi" of the Hani People and its Characteristics.] 
Minzhu Yinyue [ethnic Music], No. 3, pp. 19-24. 
Li, Xi'an and Jun Chi ^ ^ it % Ji^ 
1985 Zhongguo Minzu Qushi [The Forms of Chiese Music] 
Beijing: Renmin Chubanshe. 
Li, Xinkui. %. %}f ' ^ 
1962 "Hainandao de Junhua." [Jun Dialect on Hainan Island.] 
Yangcheng Wanbao [Yangcheng Evening News], 3 Dec, 
p. 3. 
1962 "Guanyu Dongpohua." [Dongpo Dialect.] Yangcheng Wanbao 
[Yangcheng Evening News], 6 Dec, p. 3. 
S - 7 ^ 
Li, Yaping, ed. %-^ 3^ i ^ 
1982 Tianya Fangcao [The Distant Paradise] Guangzhou: 
Guangdong Luyou Chubanshe. 
<i A 5^ ^  4 » f-^ : f 5-. ^ ^ 5;fa- it -ji^'^.i. 
Li, Youliang, et al. ^ ii-%% '^^ 
1950 Manji Hainandao [Notes on Hainan Island] Shanghai: 
Xinhua Shudian Zong Fendian. i 
Li, Zhongxiu. * ^M ^ 
1983 Xinan Shaoshu Minzu Hunsu he Chuanshuo [Marriage 
Customs and Legends of the Minority Peoples of South-
western China] Shijiazhuang: Hebei Renmin Chubanshe. 
Liang, Min. yj^ j^jj;^  
1981 "'Lingao Hua' Jianjie." [The "Lin'gao Dialect" of 
Hainan Island.] Yuyan Yanjiu [Language Study], No. 1, 
pp. 264-275. 
Liang, Yu. i^ 1^ 
1986 "Yunnan Minzu Zaju Diqu de Yinyue Gongrong " [Fusion of 
Musics in the Heterogeneous Racial Areas of Yunnan.] 
No. 4, pp. 21-19. 
Liao, Tianrui j|. ^^ ^ ^ 
1983 Luxue [Temperamentology] Beijing: Renmin Yinyue 
Chubanshe. 
Lin, Zuanchun t^ ^|J :^ 
1946 Hainan Dao zhi Chanye [Industry in Hainan] Haikou: 
Qiongya Nongye Yanjiuhui 
n^ 
Liu, Fuyuan, and Yang Xinwo. ^^) ^^ ic , t^? Pj^ 
1982 Gudai Shici Changshi [General Knowledge of Chinese 
Classical Poetry]. Shijiazhuang: Hebei Renmin 
Chubanshe. 
Lizu Jianshi Bianxiezu 3^ ^^ *^5L5^ ^  ^^ 
1982 Lizu Jianshi [A Brief History of the Li People] 
Guangzhou: Guangdong Renmin Chubanshe. 
<^  ^ alfi it) ^>j j - - ^ , f^A^ X a^ x^ 
Lou, Zikuang. 4 ^ f l . 
1968 Hunsu Zhi [Marriage Customs] Taibei: Taiwan Shangwu. 
Lii, Pingchuan, ed. and comment. ^ X^ ^') 
1973 Taiwan Genju Minzoku no Ongaku [The Music of the 
Aborigines of Taiwan Island]. Victor Musical 
Industries Inc., Japan, SJ-1001 
Luo, Xianglin. 'f % ^f:;^ 
1933 Kejia Yanjiu Daolun [An Introduction to the Study of 
the Hakkas in its Ethnic, Historical, and Cultural 
Aspects] Xingning: Xishan Shucang. 
1950 Kejia Yuanliu Kao [Study of the Origin and Development 
of the Kejia People] Hong Kong: Chongzheng Zonghui 
<^  %- §--^>^^ >^ % 4,^ t i Z' % 
Ma, Huan (1414-1451). J^  2>J; 
N.d. Yingya Shenglan [Survey of Yingya]. Rpt. Taibei: 
Shangwu, 1962. 
«. 'Mk y^ Ht i » o JC- ,% is-
Sio 
Ma, Jialin. ^ ^o y^ji:-
1986 "Lingao Minge Gelu Chutan." [A Preliminary Study of the 
Rules and Forms of the Texts of the Lingao Folk Songs.] 
Zhongyang Minzu Xueyuan [Journal of the Central 
Institute of Nationalities], No. 4, pp. 108-12. 
Matsuo, Hiroshi. ;);2; ^  gi 
1940 "Kainan To Chosaki" [Research Notes on Hainan] 
Hitotsubashi Ronso [Journal of Hitotsubashi Institute], 
5(1):76-95. 
Ming, Yi e^  ig 4f , ?i i:^^ . lp t ^' #^f 
1841 Qiongzhou Fuzhi [Records of Qiongzhou]. Introd. and 
rev. Long Bin, Qiongzhou: n.p., 1890. 
u. ^ -^^M ^> '5 «|:^-
Nanshi Chosakai, ed. ^ Xt^ ^ ^ 
1939 Kainan To Tokuhon [Primer of Hainan] Tokyo: Nanshi 
Chosakai. 
'^  'Ik ^t) ^  Vt ^^' %t^.\\) ^1t^ i ^ 
Nie, Jiqing i^^ t% Ji^ \^ 
1892 Lingao Xianzhi [Records of Lingao County] 24 Vols. 
Rev- Linjiang Shuyuan. Lingao: Linjiang Shuyuan. 
f^l 
Ouyang, Jueya, and Fu Zhennan. E ^ f e ^ * , !{^ i%\f) 
1988 "Hainan Dao Cunhua Xishu Wenti.' [The Problem of 
Classifying the Cun Dialect of Hainan Island.] Minzu 
Yuwen [Ethnic Languages and Scripts], No. 1, pp. 8-17 
Ouyang, Jueya, and Zheng Yiqing. "fefe. ?© %^ , ^ p ^4 1^  
1963 "Liyu Gaikuang." [A Brief Description of the Li 
Language] Zhongguo Yuwen [Chinese Language and 
Script], 126:432-41. 
<•' ^  ^ :^t >?^  ^> , <^  t f) "^^ ^  '* ^^*'"^  > 
1983 Comp. Liyu Diaocha Yanjiu [Investigation and Research 
Into the Li Language]. Beijing: Zhongguo Shehui Kexue 
Chubanshe. 
Ouyang, Yun. a^ p© ^ 
1981 "Women Suo Jiechu de Lizu Min'ge." [The Li Folk Songs 
that We Encounter ] Zhongyang Yinyue Xueyuan Xuebao 
[Journal of the Central Conservatory of Music], No. 2, 
pp. 81-82. 
Peng, Chengwan, and Yin Rul 1 "1^ ^ l ;5 . ^'^?^ ^Ih 
1920 Diaocha Qiongya Shiye Baogao [Report on Industry in 
Hainan] Haikou: Hainan Shuju. 
It 
i:82-
Piao, Piao (pseudonym for Yang Mu). %{ ^(^ 
1988 "Fengdao Qianxi Hainan Xing." [A Journey on Hainan 
Before the Closing of this Island.] Jiushi Niandai 
[The Nineties], May, pp. 36-39. 
^^  ^  4) f) > ?^ 1% ^ i^ >> , ^ ^ + ^'ft ^' 
Qin, Mianmin. ^ ^ ^ 
1961 "Zhonggong Kongzhixia de Hainan Dao" [Hainan Island 
under Chinese Communist Rule]. Zuguo Zhoukan 
[Motherland Weekly], 5 June, pp. 7-11. 
<^  t ^  ^t Vl T^  P^  *fe #5 4 >^ , <^  Ttii if) I?) 4') ^> 
Qiu, Yueshou, ed. ^p -^  ^ 
1962 Hainan Wenxian Mulu [Hainan Bibliography] Taibei: 
Taiwan Fengwu Zazhi. 
Ruan, Yuan, et al comp. f^x^ ^ ^ 
1864 Guangdong Tongzhi [General Records of Guangdong] 
Guangdong. 
u. f % c^ % ^^ f ^^ 
Sanyashi Difangzhi Bianzuan Weiyuanhui Bangongshi, ed. 
1987 Sanya Tonglan [A General View of Sanya]. Hong Kong: 
Xianggang Xinwen Chubanshe. 
t '/^. % \ i i^ r^  if; ^h^%± 
Sha, Ming. ijj eg 
1988 "'Hainanre' Zaidu Xianqi-" [The 'Hainan Fever-
Returns.] Jiushi Niandai [The Nineties], No. 1, pp. 
61-63. 
tg3 
Si, Nongxin. ^ ^ A)i 
1982 "Hainandao de Zhumin yO Fengsu Xiguan " [Inhabitants 
of Hainan and their Customs.] Zhongguo Wenhua Yuekan 
[Chinese Culture Monthly], Nov-, pp. 89-96. 
<^  '/h \^^ i,^^ii^^ ^^;^ i] f| >> . ^ «^\f) M«c ^ ^'/ » 
Sun, Shouyin, comp. 34. f p^  (/|g % 
1957 Hainan Dao [Hainan Island]. Beijing: Tongsu Duwu 
Chubanshe. 
Taiwan [Sotokufu] Nettai Sangyo Chosakai, ed. 
1937 Saikin no Kainan To Jijo [Recent Conditions in Hainan] 
Taipei: Sotokufu. 
Taiwan [Sotokufu] Sotoku Kambo. -^7^ SS' % 'I ^  i\'^% I^L 
1939 Kainan T"© [Hainan Island]. Taipei: Nan'yo Kyokai, 
Taiwan Shibu. 
Taiwan Takushoku Kabushiki Kaisha, ed. 
1940 Kainan To Ryosui Ken ni Okeru Noson Keizai Narabini 
Ippan Kanko Chosa [Survey of the Rural Economy and 
Customs of Lingshui County, Hainan]. Taipei: Taiwan 
Takushoku Kabushiki Kaisha. 
t H St 7^ '± IV - ^t T | n i i^ i >> 
^4 
Tan, Guiqing. * ;».| y% 
1987 "Guangxi Weihe Cheng Gehai." [Why Guangxi Became the 
"Sea of Songs".] Minzu Yishu [Ethnic Arts], No. 1, 
pp. 105-18. 
« J a? ^  ^ g f^  ^ ^ yk '^  , « ^ %\ ^ ^' '^  
Tian, Shulan. W ^% i!x{^ 
1936 Hainandao Luxing Ji [Travels in Hainan Island] 
Shanghai: Zhonghua Shuju. 
Toa Kankyujo Dai Ichibu Shizen Kagakuhan, ed. 
1939 Kainan To no Nogyo [Agriculture in Hainan]. [Tokyo?]: 
Toa Kenkyujo. 
Wang, Guoquan, comp. i. lJ) ^ ^^ % 
1985 Lizu Fengqing [The Local Customs of the Li People]. 
Guangzhou: Guangdongsheng Minzu Yanjiusuo. 
Wang, Guoquan, and Wang Kerong. i. ^ f) 'i . i X^  ^ 
1986 "Lizu Minjian Yueqi yu Yuequ." [The Folk Instruments 
and Instrumental Music of the Li People.] Minzu Yishu 
[Ethnic Arts], No. 3, pp. 174-84. 
Wang, Guoxian, et al., comp. i ^U ^ T "5^  
1936 Danxian Zhi [Records of Danxian County]. 18 Vols. 
[Guangdong?]. 
S-8S 
Wang, Longyu. 5^  :^ - ^ 
1956 Hainan [Hainan]. Taibei: Haiwai Wenku Bianji 
Weiyuanhui. 
Wang, Pingkun, et al ed. i "j^  ^ - "^  \^ 
1982 L7ZU Minge, Qiyue Quxuan [A Collection of the Folk 
Songs and Instrumental Music of the Li People]. 
Baoting: Baotingxian Wenhuaguan. 
Wang, Xingrui. 2_-r; ^ ^^ 
1948 Hainandao zhi Miaoren [The Miao People of Hainan] 
Guangzhou: Zhuhai Daxue. 
<< (^ \%^  I? 2- ^ /- >' y-^ ^* ^^  ^ ' i 
Wang, Xingrui, and Cen Jiawu. ^ ^ ^ , !^ %.'^\ 
1936 "Qiongyadao Minsuzhi." [Hainanese Customs.] Minsu 
[Folklore], NS 1:13-80. 
>^ 
Wang, Xuezhong. i 1^  ^ 
1986 "Lizhai Hunsu." [Li Village Marriage Customs.] Minzu 
Wenhua [Ethnic Cultures], No. 1, pp. 53-55. 
>> 
Wei, Junhai. ^ \%: 1^ 
1986 "Baikuyao Fengqing." [The Customs of the "White 
Trousers" Yao People.] Minzu Yishu [Ethnic Arts], No. 
1, pp. 216-24. 
t8(> 
Wenhuabu Wenxue Yishu Yanjiuyuan Yinyue Yanjiusuo, ed. 
1964 Minzu Yinyue Gailun [Introduction to Chinese Folk 
Music]: Beijing: Renmin Yinyue Chubanshe. 
?-<>^ -t? %-%^^ 7S^% ft-f. 4; 7^ ^ % f^ ^/^ : 
Wu, Bing'an. _|, (?&, ^ 
1985 Zhongguo Minsuxue [Chinese Folklore] Shenyang: 
Liaoning Daxue Chubanshe. 
*< -t ® ^ ^^ 'i '^  lit T© •  zl ^ 7^ ^  -i il-b i:L 
Wu, Jiemin. ^ ^ i^ 
1986 Gehai Mantan Lu [Records of Informal Discussions in the 
Sea of Folk Songs]. MS (mimeograph). 
^^  ^^ l^ it >1 ^ '^ V* ^ p ^  %^ 
Wu, Shi, et al. ^ % ^ i >^| 
1921 Nanping Xianzhi [Local Records of Nanping County] 24 
Vols. Gen. ed. Cai Jianxian. Nanping: n.p.; rev and 
rpt. 1985, Nanping: The Editorial Committee of the 
Local Records of Nanping City, Fujian Province. 
ic -^^  ^ 4 %. » %^ ^ Ki >k> ^ % t- f^ ^ \ '^^ 
Wu, Yan. ^ 3 ^ 
1957 Hainan Fengguang [Travels in Hainan] Hong Kong: 
Shanghai Shuju 
t21 
xia Ye. i| ^ 
1981 "Zhongguo Gudai Yinjie, Diaoshi de Fazhan he Yanbian." 
[The Development of Ancient Chinese Scales and Modes.] 
In Vol. II of Minzu Yinyuexue Lunwen Ji [Selections on 
Ethnomusicology]. Ed. Nanjing Yishu Xueyuan Yinyue 
Lilun Jiaoyanshi. Beijing:Zhongguo Yinyue. Pp. 758-
73. 
c < ^ ® ^ > t ^ ^ p ^ , i t f ) ^ ^ - > t ^ % - > l . 1 >^ ^ {hit 
Xiao, Chong. 'S^ y^ 
1988 "Hainan Guaqi Fan'an Feng." [The Movement for 
Overturning Verdicts in Hainan.] Zhengming [The Cheng 
Ming Monthly], No. 8, pp. 24-25. 
Xiaofang, comp. i\^ % \h % 
1961 Hainandao de Lizu [The Li people of Hainan Island] 
Hong Kong: Zhonghua Shuju. 
^ ife i% .fe fei? ^ 3^» % (1 : 4 '^ ^ /^' 
Xie, Yongxiang. l^'i $f-%% 
1987 "Lizu Yueqi 'Lilie' yu 'bida' de Xinsheng." [The 
Development of the "Lilie" and "Bida* Instruments of 
the Li People.] Minzu Minjian Yinyue [Ethnic and Folk 
Music], No. 3, pp. 32-34. 
Xu, Chonghao, comp. -j^  % -,^ 5,^ 
1947 Qiongya Zhilue [Records of Hainan] Shanghai: 
Zhengzhong Shuju. 
^88 
Xu, Shen (58-147 A.D.) ^ ^ (-A) 
122 A.D. Shuowen Jiezi [On the Analysis of Chinese 
Characters] Rpt. Hong Kong: Zhong Hua Shuju 
Xianggang Fenju, 1972 
Yan, Ruxian, gen. ed. ^ rfe--*^  2. \(h 
1986 Zhongguo Shaoshu Minzu Hunyin Jiating [Marriage and 
Family in China's Minority Nationalities] Beijing: 
Zhongguo Funu Chubanshe. 
Yang, Dechun, comp. ^ij i%,-^ f/S? 
1982 Hainandao Gudai Jianshi [A Brief Ancient History of 
Hainan Island]. Tongza: Hainan Limiao Zizhizhou 
Jiaoshi Jinxiu Xueyuan. 
Yang, Kuangmm. j-i /i &. 
1981 "Hubei Minge Sanshengqiang Jiqi Zuzhi Jiegou ' [The 
Three-note Tunes in the Folk Songs of Hubei Province 
and their Structure.] In Vol. I of Minzu Yinyuexue 
Lunwen Ji [Selections on Ethnomusicology]. Ed. Nanjing 
Yishu Xueyuan Yinyue Lilun Jiaoyanshi. Beijing: 
Zhongguo Yinyue. Pp. 182-89. 
<^^y*ftJ«r fi-^>^ ^ f > rt'-i A.:?: li(P, \%-U) » 
Yang, Mu. i^-^y) v;t ,. 
1981 "Danxian Minge Jiqi Yanjiu Jiazhi " [The Folk Songs of 
Danxian and their Research Value.] Zhongyang Yinyue 
Xueyuan Xuebao [Journal of the Central Conservatory of 
Music], No. 2, pp. 84-87 
<^  / ]^ j | lA.^^ Aj^ 7^i / iv^l ^^ cc ^^^^^i f t . 
1984 "Huar Jieshuo Wenti ji Gezhong Fenlei Tantao." [An 
Inquiry into the Problems of Dpfinition of Wuar and its 
Classification.] Zhongyang Yinyue Xueyuan Xuebao 
[Journal of the Central Conservatory of Music], No. 2, 
pp. 12-22. 
1986 "Oudaliya Yinyue Xuehui Deshijie Quanguo Huiyi j i Yuhui 
Duanxiang." ["The Tenth National Conference of the 
Australian Musicological society and Some After-
thoughts." Yinyue Yianjiu [Music Research]. No. 4, 
pp. 112-15. 
1988a (Under pseudonym Piao Piao.) "Fengdao Qianxi Hainan 
Xing." [A Journey on Hainan Before the Closing of This 
Island.] Jiushi Niandai [The Nineties], May, pp. 36-
39 
1988c Writer and Recorder Hainan Caifeng Xing [A Trip for 
Collecting Folk Music on Hainan] Narr Yue Bin 
Prod. Wang Jiashi Beijing: Zhongyang Renmin Guangbo 
Diantai [the National Broadcasting Network of the 
People's Republic of China}, Nov 
1 1 -I ^  1 fl , ^  ^^  ^  "^^^  . 'i^  ^i • ^  * ^ 
rp 
19 CIS 
Yang, Mu, e t a l . %^ j r^ ^ 
1981 Hainan Minjian Yinyue Caifang Lu [Reports of the 
Ethnomusicological Investigation on Hainan] 
Mimeograph. Archives, The Central Conservatory of 
Music, Beijing. 
« -/^ (fl (1/ t'S} ^  ^ ^ v^ 5c >p /*> 6^ ?/^  , ^ a- 4 ^ ^ 
Yang, Yinliu. %%"% )H 
1980 Zhongguo Gudai Yinyue Shigao [History of Ancient 
Chinese Music] 2 Vols. Beijing: Renmin Chubanshe. 
« t ^€)^''^%^5t^i^ V ^ l i ; Kht H^l-i 
Yang, Zhiyong, Qin Jiahua and Li Zixian, ed. 
1983 Yunnan Shaoshu Minzu Hunsu Zhi [Marriage Customs of the 
Minority Peoples of Yunnan] Kunming: Yunnan Minzu 
Chubanshe. 
Ye, Di. W't *-te, 
1986 Guangdong Diming" Tanyuan [The Origin of the Place Names 
of Guangdong]„ Guangzhou: Guangdongsheng Ditu 
Chubanshe. 
Ye, Dong, o-j- ;|:^^ 
1983 Minzu Qiyue de Ticai yu Xingshi [The Styles and Forms 
of Ethnic Instrumental Music]. Shanghai: Wenyi 
Chubanshe, 
Yiqun. ^\^fi^ ^\ 
1958 IVosuo SAjaosA7U Minzu Jianjie [The Minority Peopoles of 
China]. Beijing: Minzu Chubanshe. 
s-^i 
Yu, Guoyang, comp. /^ [£) ;^$> (^  ^ 
1985 Hainan Dao [Hainan Island] Guangzhou: Guangdong Ditu 
Chubanshe. 
<Mfe (t^  i) » f «^  -^  'i^  if. '''^  %t. 
Yuan, Jiahua, et al. '%^%c^ % 
1983 Hanyu Fangyan Gaiyao [Outline of the Dialects of Han 
Chinese]. 2nd ed. Beijing: Wenzi Gaige Chubanshe. 
Zeng, Bangtai, et al '"t 4^ ^ ^ ^ f f 
1618 Danzhou Zhi [Records of Danzhou] 3 Vols. N.p. 
Zeng, Suijing ^ (^ ^ 
1987 "Kouxian de Kexue Jiazhi " [The Scientific Value of the 
Kouxian (Jew's Harp).] Yinyue Yanjiu (Music Research), 
44:99-102 and 109 
Zhan, Bohui y| /(© . ^ 
1959 "Hainan Dao 'Junhua' Yuyin Gaishu." [A Phonetic Survey 
of the "Junhua" of Hainan Island.] In Yuyanxue Luncong 
[Collected Articles in Linguistics] Vol III Ed. 
Chinese Department of Beijing Univ Shanghai: Jiaoyu 
Chubanshe, pp. 127-49. 
^ E f3J.(^  ^ ^It. ^^ -t^.i; ^ \k^^% ^ ^^^ 
Zhan, Ci, ed. ^ ^ t% 
1985 Lizu Yanjiu Cankao Ziliao Xuanji [A Selected Collection 
of Reference Materials for the Study of the Li People]. 
Vol I. Guangzhou: Guangdongsheng Miyansuo. 
J ^ /^  H ^^  fJj 
5^2. 
Zhang, Dingming, and Liu, Fuhan. ^^ ^ e^ , av) ^.|> ((j^  
1986 "Simao Diqu de 'Tiaosheng' ." [The "Mouth Organ Dance" 
of the Simao Area.] Minzu Yinyue [Ethnic Music], No. 
1, pp. 40-42. 
Zhang, Fenqian. 3-|^  % ^ j 
1960 Kejia Minfeng Minsu Zhi Yanjiu [Studies in the Customs 
of the Kejia] Taibei: Taijing Chubanshe. 
^^  '%- g^ l\ f!\ ^\>^ ^ ft ?^ '> t ^^ ^ ^^ f^  i '"^^^^^  
Zhang, Qingchang. ]iji.)%-^ 
1890 Liqi Jiwen [Notes on the Li People] 1756; rpt. 
Guangzhou: Yangcheng Xueyuan Qianzujingtang. 
Zhang, Shitai, Feng Weill and Ni Junming, eds. 
1986 Guancang Guangdong Difangzhi Mulu [Bibliography of the 
Local Chronicles of Guangdong in the Collection of the 
Zhongshan Library]. Guangdongsheng Zhongshan Tushuguan 
Wenxianbu. 
Zhang, Wen -^^l ^ 
1986 "Shibao Shanshang Ge Ruchao." [The Sound of Songs 
Rising and Falling Like Waves in the Shibao Mountain.] 
Minzu Yinyue [Ethnic Music], No. 3, pp. 53-54. 
Zhao, Songguang. ^ <^ ^ ^ 
1965 Lun Wudu Xiangsheng Diaoshi Tixi [A Study of the Fifth-
Derivative Modal System] Shanghai: Wenhua Chubanshe. 
Zheng, Hanfeng, comp. -^ ^ R. 
1985 Guizhou Dongzu Yinyue [The Music of the Dong People of 
Guizhou]. Guiyang: Guizhou Renmin Chubanshe. 
r?3 
Zheng, Yiqing. ^f 5^^ "^  
1986 "Zaitan Huihuihua de Diwei Wenti " [A Further 
Discussion on the Position of the Huihui Speech in the 
Genetic Relationship of Languages.] Minzu Yuwen 
[Ethnic Languages and Script], No. 6, pp. 37-64 
C^  ^  it ® Vi'>l ^^ ^ A i | € ) ^ )^ , '^  ^51; >^ ^  '> 
Zhiliu. X >K> 
1950 Wuzhishanxia de Shishi [Making History Below Wuzhi 
Mountains] Guangzhou: Xinhua Shudian. 
a iir^ i^^JWJt ^l >. y- -H . ^  ^^ ^ fl 
Zhong, Longbao. ^ 7^ '^. 
"Bieju Yige de Danxian Minjian Gehui " [The Unique Folk 
Song Festival in Danxian] Minzu Minjian Yinyue [Ethnic 
and Folk Music], No. 4, pp. 42-43. 
Zhongguo Dabaike Quanshu Chubanshe, ed. ^ \^t.bV\'^^ ^\^%t. fprj 
1983 Zhongguo Dabaike Quanshu: Xiqu Quyi. [The Chinese 
Encyclopaedia: Operas and Popular Narratives.] 
Beijing: Zhongguo Dabaike Quanshu Chubanshe. 
Zhongguo Dangdai Wenxue Yanjiuhui Shaoshu Minzu Wenxue 
Fenhui. t^ lg '^^^ ^Ir ^yi ^ ytki\.A ^Ir '^ T 
1983 Shaoshu Minzu Minsu Ziliao [Reference Materials on the 
Folklore of Minority Nationalities] Vol I. N.p.: 
n.p. 
1985 Shaoshu Minzu Minsu Ziliao [Reference Materials on the 
Folklore of Minority Nationalitiesj Vol II. N.p.: 
n.p. 
^4 
Zhongguo Kexueyuan Yaogan Yingyong Yanjiusuo. 
1981 Hainan Dao Hangkong Xianpian Pandu Wenji [Collected 
Essays on the Analyses of Aerial Photos of Hainan 
Island]. Beijing: Shehui Chubanshe. 
'^ i f ) ^ ^ ^ e^ 4^ ift 7^  t^  ^^ i ? t : 
Zhongguo Kexueyuan Yuyan Yanjiusuo, ed. 
1978 Zhongguo Yuyanxue Lunwen Suoyin [Bibliography of Papers 
on Chinese Linguistics]. Vol. II. Rev. and enl ed. 
Beijing: Shangwu Yinshuguan. 
Zhongguo Minjian Wenyi Yanjiuhui Gansu Fenhui, ed. 
1983 Huar Lunji [Collected Articles on Huar}. Lanzhou: 
Gansu Renmin Chubanshe. 
cc ^ vc -L 5Q 4 >^ . 't -^  , -^  -^  A ?t -i W^ H 
Zhongguo Shaoshu Minzu Shehui Lishi Diaocha Ziliao Congkan 
Guangdongsheng Bianjizu. 
1986 Lizu Shehui Lishi Diaocha [Investigation into the 
Society and History of the Li People] Beijing: Minzu 
Chubanshe. 
t If) j? t^^^K^^Tr^^i^^, m ^^ f ^.^ih^ 
^% IA'. '^  "^  ^ 1 ^  ^  M ^  il^  t. ^> . ^ 1 - ^^k ^ - m ^ 
Zhongguo Yishu Yanjiuyuan Yinyue Yanjiusuo, ed. 
1984 Zhongguo Yinyue Cidian [Dictionary of Chinese Music] 
Beijing: Renmin Yinyue Chubanshe. 
<^^ *t \l} -^  ^  H ^ ^ ~^ 1^: A ?^  ^  ^  ^  ^ i ^ 
??r 
1982 Zhongguo Minge [Chinese Folk Songs] 4 Vols. 
Shanghai: Shanghai Wenyi Chubanshe. 
Zhonghua Renmin Gongheguo Minzhengbu, ed. 
1982 Zhonghua Renmin Gongheguo Xingzheng Quhua Jiance 
[Administrative Divisions of the P. R. China] 
Beijing: Ditu Chubanshe. 
Zhongyang Minzu Xueyuan Shaoshu Minzu Wenxue Yishu Yanjiusuo, 
comp. t -^  Ki^ H ?1 -!/ %^ ?^  ^ k ^^i 1-}^ ^ ^ ;^  ^(7 5/^  
1986 Zhongguo Shaoshu Minzu Yueqi Zhi [The Musical 
Instruments of China's Minority Nationalities] 
Beijing: Xinshijie Chubanshe. 
Zhou, Jingkui ff) S§: ^  {^ 
1984 Ed. and introd. Danxian Diaosheng ji Qita [Danxian 
Ediang and Others] Mimeograph. Danxian Cultural 
Centre, Hainan. 
1988 Shitan Danxian Diaosheng de Xingcheng, Fazhan Jiqi 
Tedian [On the Origin, Development, and Characteristics 
of Ediang]. TS. 
ir^6 
Zhou, Qingqing. \^ "^ "^ 
1981 "Lizu Yueqi Jianjie." [Musical Instruments of the Li 
People.] Zhongyang Yinyue Xueyuan Xuebao [Journal of 
the Central Conservatory of Music], No. 2, pp. 82-84. 
1983 "Henan Fangyan dui Henan Zhengqu Fengge de Yingxiang." 
[The Influence of the Henan Dialect on the Style of the 
Zheng Music of Henan.] Zhongyang Yinyue Xueyuan Xuebao 
[Journal of the Central Conservatory of Music], No. 4, 
pp. 19-28. 
1987 "Hanyu Yuyin de Sheng, Yun Yinsu zai Hanzu Minjian 
Gechang Zhongde Zuoyong. ' [The Influence of the 
Phonetic Elements of the Han Language on the Singing of 
Han Folk Music] Zhongyang Yinyue Xueyuan Xuebao 
[Journal of the Central Conservatory of Music], No. 4, 
pp. 45-48. 
< ^ (4) ^>, 'c t ^  4 ^ 1^ Pi, J^  3IL V 
Zhou, Zhenhe, and You Rujie. ^ :^ pt.^ 4j s ^^ J- '^'^ ^ 
1986 Fangyan yu Zhongguo Wenhua [Dialects and Chinese 
Culture]. Shanghai: Shanghai Renmin Chubanshe. 
<-' ^  t -i" 4\D 5k /'vv: ^ ) J: \ h -^ ft i, ^ i - ± ^ 
Zhou, Zugui )f] %J- g^^  
1987 "Wuzhishan de Erzi." [The Son of Wuzhi Mountains.] 
Renmin Ribao [The People's Daily], overseas ed., 11 
Aug., p. 7. 
^ 7 
Zhu, Chuan, comp. - ^ "1 i% %> 
1986 Shiyan Yuyinxue Jichu [Elementary Experimental 
Phonetics]. Shanghai: Huadong Shifan Daxue Chubanshe. 
<^  I St 0^ % ^ ^ /b^ >» D^ •$. 'J2^  tilt ^ i ^ ^ ^ , ^^h 
Zhuang, Shen. ^ ^ 
1987 "Dongpo Zai Hainan." [Dongpo on Hainan.] Mingbao 
[Mingbao Monthly], May, pp. 49-56. 
UBRARY AUDIO VISUAL MATERIAL r-'\.
TITLE The Folk Music of HainanC.~.\
Island
Ite s 1-24 & 25-51
CREDITS YANG Mu
Thesis (Ph. D) 1990
DURATION 60 ins
UBRARY AUDIO VISUAL MATERIAL r-'\.
TITLE The Folk Music of HainanC .~.\
Island
Ite s 52-62 & 63-92
CREDITS YANG Mu
Thesis (Ph. D) 1990
DURATION 60 ins
IV R lTV OF OUEE SLA
RETURN TO T LLI BRA
'l1IB UNIVBItSD'Y OP QlJBIDIISIAND I.DIRAIUBS,
sr. LUaA CAIIPUl.
'l1IB UNIVBItSD'Y OP QlJBIDIISIAND 4071
s
UBRARY AUDIO VISUAL MATERIAL(/"'\
TITLE The Folk Music of Hainan .~.\
Island
Ite s 93-115 & 116-118
CREDITS YANG Mu
Thesis (Ph. D) 1990
DURATION 60 rnins
T
RETURN TO I
'l1IB UNIVBRSDY OP OUEI!NSLAND UBRARIES,
sr. LUaA CAIIPUl.
'l1IB UNIVBRSDY OP OUEI!NSLAND 4071
UBRARY AUDIO VISUAL MATERIAL r-'\.
TITLE The Folk Music of HainanC.~.\
Island
Ite 119 & 121
CREDITS YANG Mu
Thesis (Ph. D) 1990
DURATION 60 ins
RETURN TO
"DIB tJNIVI!RSIIT OPQUBIIN!lI.AM)~
sr. UJDA CAIII'US,
"DIB UNIVE8SD'Y OP QlJIIIW5I..AND 4071
